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our magazine is not only about the hermitage Museum. Through the events and projects that our 
museum conducts, we speak about topics that are important to the whole world of art and culture. 
Presently, we feel that a special “hermitage world” has taken shape and is thriving, encompassing  
the dynamic “Greater hermitage” program. in recent times, when all types of relations between states, 
peoples and religions have deteriorated, many of our museum’s common projects have acquired  
new dimensions, reinforcing the dynamism and versatility of the “hermitage world.” 

Culture has once again confirmed its role as a bridge between peoples, which is especially impor-
tant when other routes are closed. in this sense, a seemingly unexpected thing has been happening: one 
after another, hermitage events have suddenly started becoming politicized. The hermitage’s British 
exhibitions had a particularly loud resonance among 2015 exhibition projects. The series of hermitage’s 
British exhibitions came in exactly those months at the beginning of the year when relations between 
russia and Great Britain deteriorated significantly, and when traditional anti-russian sentiment once 
again flourished in English society. it was precisely at this time that the British Museum brought a sculp-
ture from the Parthenon to the hermitage, thereby demonstrating the high degree of trust that exists 
between the two museums. The very successful exhibition “Francis Bacon and the old Masters” was held 
in both countries. st. Petersburg museumgoers chose the exhibition of Zaha hadid, a British architect  
of arab descent, as the best exhibition of the year in st. Petersburg. huge crowds came to see the work 
of scottish photographer steve McCurry, who reports from the world’s hot spots. 

at the end of the year, despite the official cancellation of the russian-Polish cross-cultural year 
by the Polish side, the tremendous exhibition “Catherine the Great and stanislaw august” was held 
in the hermitage’s Nicholas hall with the participation of a Polish museum. The exhibition provided 
a scientific and artistic view into the similarities and differences of the ways in which the two enlight-
ened monarchs collected art. The exhibition made it largely possible to reconstruct the last Polish 
king’s collection, which had previously fallen apart. The particularities of the heyday of neoclassi-
cism in russia and Poland were demonstrated by the exhibition. Political circumstances sharpened  
the historic tragedy of the relations between the two monarchs, which began as a romantic relation-
ship, and ended in the complete partition of Poland. The two “students” of voltaire, from whom  
the philosopher expected a practical application of the ideals of the Enlightenment, turned out, in fact, 
to be followers of their national traditions. Catherine embodied absolute autocracy, while making the 
rights of religious minorities cause for liquidating Polish independence. stanislaw august adopted 
the first constitution in Europe, but was forced to show solidarity with traditional Polish “democracy”, 
which destroyed the country's statehood from within. The exhibition featured works that spoke about 
art and about politics, and set the stage for serious historical reflections at a time when politicians 
are trying to manipulate historical emotions. 

Cultural bridges must be two-way streets. Thus, we went once again to venice, a city so dear to the 
museum heart of st. Petersburg. once we went there to exhibit Prigov, a little known artist in Europe. 
This time we cooperated with glass manufacturers to bring together some of the greatest contemporary 
artists around a very russian theme: neo-Gothic and pseudo-Gothic art. The hermitage’s initiative led 
to a world conversation about art. 

This cooperation was continued through the year of Photography in the hermitage. a series  
of exhibitions was held to honor the completion of the project for a photo restoration laboratory 
and photo storage facilities (together with the american (!) andrew W. Mellon Foundation) at the 
hermitage. These exhibitions included an elegant exhibit of the photography of sergey levitsky, a 
russian master of the nineteenth century, the mystical emptiness of the hermitage rooms by Candida 
höfer, the sad abandonment of the palaces of Cairo by Xenia Nikolskaya, the insightfulness of steve  
McCurry, and photo-reportage from kiev and donbass. altogether, these exhibitions made for a lively and  
well-used bridge similar to the venetian one. 

Persian speech could be heard all over the hermitage for a whole week during the conference 
of European iranian scholars, who gathered in memory of the famous iranian Congress of 1934.  
The new conference attracted many iranians, including those living both in iran and abroad. discus-
sions between native iranians and researchers of iranian culture were held against the backdrop  
of brilliant exhibitions such as “The history of the iranian Congress,” “Masterpieces of iranian art 
in the hermitage,” and finally, the story of the famous travels of ibn Battuta. one could also get  
a vivid picture of the unity and diversity of medieval islamic culture. Purely scientific projects gained 
unexpected relevance within the context of the current political tension. Past experiences of cultural 
interaction became an instructive example for modern day exchanges. 

The delight from the excellent exhibition dedicated to Catherine the Great and the hermitage 
in sydney, australia, was, i believe, reinforced by the exigencies of the political situation, whereby 
australia turned out to be one of the harshest critics of russian policy in the world. People recognize 
the role of cultural bridges. The hermitage amsterdam has already became a tradition among such 
bridges. The exhibition there on alexander i, Napoleon and Josephine reminded people of the human 
aspects of international politics. The collection of spanish art from the hermitage became the back-
drop for reflections on bygone cultural and political relations. in the Netherlands, one did not collect 
spanish art, the art of the invaders, whereas russians did collect it. sometimes cultural bridges run 
high above the water and the ground. 

Cultural bridges must be defended. They must survive even at times when other bridges are 
blown up. Meanwhile, politicians always have the temptation to make culture the first sacrifice of any 
confrontation. This is very dangerous, since it’s much harder to go backwards in the cultural sphere 
than it is in the economic or tourism spheres. Culture is the main enemy of barbarity, thus bloody and 
evil forces, as we can see today in the East, purposely destroy museums and historical monuments. 

They want to blow up cultural bridges. We need to preserve them. 

Mikhail Piotrovsky
06.01.2016
On Christmas Eve

DEFENDING THE BRIDGES

At the opening 
of the exhibition 
“Steve McCurry. 
Unguarded Moment”, 
September 2015
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Fragment of a painting by Pierre auguste renoir “roses in a vase”. 1910
Canvas, oil. 61.5 x 50.7 cm. The State Hermitage Museum

Fragment of a painting by maurice denis 
“Panel 7. Cupid Carrying Psyche up to Heaven” (the Story of Psyche Series). 1908
Canvas, oil. 180 х 265 cm. The State Hermitage Museum

Cross from rock crystal with gilded copper figure of Christ. Italy. 15th century
The State Hermitage Museum. Inv. № Ф-1564
Photo: Rustam Zagidullin
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Hadid
aHa

architect Zaha Hadid Was awarded the Pritzker Prize in 2004 in the State Hermitage. 
it is the Highest accolade, often termed the «nobel Prize» of architecture. 

Zaha Hadid Was Born in Baghdad in 1950. She entered London'S Famous architectural 
association School of architecture in 1972. in 1979, two Years after She Had 
graduated With Honors, Hadid Founded Her own architectural Studio. 

the First Project realized By Her Studio – a Fire Station For the Vitra Company –  
Was Completed in 1993. a Feature of Hadid’S and Her older Partner Patrick 
Schumacher’S Creativity is in the Conjunction of architecture, urban Planning, 
geology and Landscape Studies. Hadid’S Projects Combine Hand-made Systems 
and a topography Created By nature; they Call upon the Latest innovative 
technologies and the Basic Principles of natural Processes.

KseNiya MaliCh, curator of the exhibition



Shell Models: Heydar Aliyev Center. Baku. 2007–2012

i   had the pleasure of meeting Zaha, talking to her and listening to her lectures. i remember well 
a lecture delivered by her in istanbul at the architectural Congress. young architects, mainly young 
women were listening to her as though to a preacher, with real fascination and belief in making the 
impossible possible. Zaha’s drawings always create the impression that what she is trying to achieve 
is impossible, yet she always puts her ideas into practice. 

i distinctly remember the night of the 11th of september 2001 when Zaha, tom krentzem, the 
director of the Guggenheim Museum, and i were on the roof of his house in Manhattan admiring the 
stars in the sky and the two famous twin towers, talking about new architecture and new politics. 
the next day i was a witness to the collapse of those very twin towers. Politics had delivered a blow 
to architecture. to confront the evil which freely roams the world one needs a very special, strong 
architectural arrangement which can change space and is able to transform in order to defend it. 

Zaha is constantly talking about her ideas being derived from the russian avant-garde. initially 
this sounds strange, as the squares, circles and rectangles of the suprematists are not similar  
to the waves and hurricanes created by Zaha. But that is where its deep meaning lies, as the russian 
avant-garde not only created its own language, it gave the artist the freedom of space and made him 
a master of all dimensions; first on paper, then in real life. this is the trait of the russian avant-garde 
that Zaha has adopted and used with unusual and exceptional power.

the rigid sides of squares are transformed into whimsical curves, the creation of which 
necessitates a feeling for and knowledge of arabic calligraphy.

an ability to turn the elegant curve of a letter into a glorious wave, bird, dolphin’s back  
or enormous waterfall is another element of culture, from which Zaha has created a unique method 
and aesthetic manifesto. Calligraphy is indeed a type of abstract art.

Playing with this can be taken a long way. she does this and takes it even further. 
Every year we receive new revelations and beauty from the hand of Zaha. i am very happy  

that some of them are displayed at this exhibition. We are all delighted that Zaha has returned  
to the hermitage.

MiKhail PiotrovsKy

Сalligraphy of space 

on the 31st of May 2004 the state Hermitage was full, with visitors 
and the audience sitting in the Hall as well as on stage. the event 
was exceptional, as the famous architectural Pritzker Prize was being given 
to a woman of arabic origin. the achievements of Zaha Hadid 1 , the Creator 
of fairy tale Castles and spaces full of reactive Movement and whirlwinds 
and one of the Most distinguished architects of the Contemporary art scene, 
were Celebrated. the award was given to an innovative architect, 
who Has Constantly reiterated that Her inspiration Has always been 
the russian avant-garde, and above all, the suprematism of Malevich 2 .

14 15
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Dongdaemun Design Park. Seoul. 2007–2014

 Shell Models: London Aquatics Centre. London. 2005–2011
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Your new exhibition is opening in the very center of 
Saint-Petersburg, a city of refined but conservative  
architectural taste — in the Nikolaevsky Hall of the 
Winter Palace with its magnificent neoclassical interior,  
no less. What is history for you? Is it architectural  
monuments, our memories or just tradition?
history is universal, but it is also deeply personal. our per-
ceptions of historical events are filtered through our own 
memories, contexts, world-views; and those perceptions 
change with time, as we change. We have to respect and 
learn from history, but we must not be bound by it — that 
only creates paralysis. 

And what does historical context mean for you? Do you 
try to recodify all these historic values? 
i don’t believe cities should be like Venice and not grow  
or change at all. it is important to intervene in a contem-
porary way — but it requires sensitivity. in cities, you need 
zones where the space can shrink and expand — you need 
to allow and plan for an organic kind of growth to occur. 
this organic growth has made the urban fabric of our 
great cities so rich; they are a fantastic collage layered 
over many centuries of history and cultures.
 
How is it that in the 1980’s many strict modernists (like 
Leon Krier, for instance) became apologists for histori-
cism? Historicism and contextualism had become part  
of a very tangled and complex discourse at the time  
that you were studying.
in the late 1970’s and early 1980’s, there was a loss  
of courage in the profession and a perception — perhaps 
in reaction to the economic realities of the time — that the 
modernist project had failed. Many architects reverted to 
historicism and the familiarity of the past. it was a regres-
sive moment that i think was finally debunked by chris-
to’s “Wrapping of the reichstag” in berlin (1995). there 
were millions of people there singing and dancing; they all 
flocked to see this building being wrapped, because it was 
a strange idea. it was an extraordinary event — and very 
important historically as that’s when it became clear to me 
that people are indeed interested in fantastic projects — 
those projects that make fantasy become reality.

But does the current situation not imply that the Modern-
ist project has failed?
one of the tasks i set for myself at the beginning of my 
career was the continuation of the unfinished project  

1 |  Azabu Jyuban 
tokyo. 1987

1 
|
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of Modernism, in the experimental spirit of the early 
avant-garde. i radicalized some of its compositional tech-
niques like fragmentation and layering to create fluidity 
instead of barriers. i have always believed that a formal 
repertoire is critical in urbanism. i am particularly inter-
ested in shaping the ground; not just as a formal gesture 
but as a way of dealing with the complexity of the whole 
urban system. Modernism ignored the ground by lifting 
buildings above it and leaving the space open. We needed 
to go back to the ground, study it, and learn how to pro-
gramme it as an event space. i was experimenting with 
placing large programme structures on the ground so they 
don’t become a barrier.

form and programme cannot be separated from 
each another; topography brings them together. as an 
architect, it is important to be engaged in this process.  
i was intrigued by the urban interventions of the old guard 
Modernists, such as tecton’s neo-corbusian, slab and 
block housing estates in London. these are large scale 
fragments, incomplete geometric interventions designed 
to replace the existing city. it is their incompleteness that 
interests me, because it represents an impulse to make 
urban geometry dictate building form and way of life. 

Incompleteness is something brought from other sciences 
to urban planning. This is the idea of natural self-repro-
duction and self-development. In what way can architec-
ture acquire this complex awareness? 
i think many architects are increasingly interested in the 
city in an indirect way. Perhaps this is a reaction against 
the negative impacts of zoning and planning regulations 
which have distorted so many city landscapes. We should 
move away from these two-dimensional ideas and think 
about layering across an entire site. its additive poten-
tial lends itself to a new way of reading and intervening  
in the contemporary city. urban density is related to life-
style choice. 20 years ago there was an anti-urban trend 
that favoured suburban lifestyles over metropolitan life-
styles. What makes cities interesting is the proximity of  
all civic programmes close to the centre; an intensity 
brought about by the collision of programmes that makes 
the city more sociable and metropolitan. 

We’ve now learned to apply our new architectural 
techniques to urbanism, where elements fit together 
to form a continuum and we’ve applied this on a city 
wide scale. We can develop a whole field of buildings, 
each one different but logically connected to the next: 

an organic, continually changing, field of buildings. With 
these techniques we can do something radically different  
from the urbanism of the beginning of the 20th century, 
when buildings stood in distinct plots in disconnected 
chaos.

the way cities are used today is also very differ-
ent to that of the past. We must now accommodate the 
widest variety of people with many different interests, 
experiences and influences — as well as different liv-
ing patterns. unlike centuries past, our cities must no 
longer be planned for only one single type of inhabitant.  
all buildings should have a civic component. even a com-
mercial high-rise building should have a civic program 
offering public spaces in which people can connect with 
each other. Developers in both the public and private sec-
tors must invest in these public spaces. they are a vital 
component of a rich urban life and cityscape — they tie 
the urban fabric together. an arts centre, opera house or 
a dance school or public park, by the very nature of their 
cultural and civic importance, these spaces are acces-
sible to everybody — which helps eliminate segregation 
in our cities. 

Talking about the history of architecture do you have  
a favourite era? 
i still believe in the twentieth century idea that architects 
can contribute to a better life. if you look back to the 60’s, 
when i was growing up in iraq, there was an unbroken 
belief in progress and a great sense of optimism. iraq was  
a new republic and it was going through a period of na-
tion-building. baghdad was undergoing a Modernist influ-
ence; frank Lloyd Wright and Gio Ponti both designed 
buildings there. the ideas of change, liberation and free-
dom of this era were critical to my development. My fa-
ther studied at the London School of economics under 
Laski and fabian. When he returned to iraq he joined the 
beirut Group that was the basis of the iraqi Democratic 
Party. there was an incredible momentum of social reform 
everywhere. the ideology of this era was very important  
to me and the development of my work. 

Which architects from the past would you compare your 
work to?
it is an obvious comparison, but oscar niemeyer's spa-
tial sensibility and talent are unique and unsurpassed.  
his work led me to look anew at the problem of scale 
and fluidity in architecture. Many architects of that period 

 Field of shells. 2014

 Tower Research Installation
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experimented with shape, but niemeyer pushed his work 
to a higher level — using all the advantages of concrete 
technology of the time to create those wonderfully fluid 
forms. niemeyer was among the first architects to talk 
about organic architecture, in terms of how the build-
ings' design is carefully thought about as if it were a 
unified organism. his work on composition and expanding  
the formal repertoire of modernism was critical. What  
niemeyer changed dramatically was the creation of a spa-
tial organizational plan. each layer of his buildings could 
be quite different, but his seamless transitions within the 
design enabled it to cope with increased complexity.  

i visited him a few times in his home in rio. it’s  
a masterpiece and a lesson in how to achieve something 
with very simple lines. architecture is like writing —  
you must edit and re-edit, again and again, until it looks 
effortless.  

niemeyer’s importance for the architecture of the 
20th century can't be overestimated. Sadly, it sometimes 
seems as if his genius isn't always fully recognized, per-
haps because his flamboyant style has sometimes been 
misunderstood as ornamental.  it's true that Le corbusier 
awakened niemeyer when he came to brazil in the 30's, 
but niemeyer's influence on corbusier is the more sig-
nificant factor, bringing out the hidden sculptural talent  
of Le corbusier and inspiring the more formally liber-
ating trajectory of his later work, which culminated  
in ronchamp.

Architecture of the twentieth century was raised on the 
constant search for a new improved world and more  
advanced technology. This is the “neomania” coined by 
Paul Valéry. But if we consider the end of the 60’s to  
be the twilight of modernism can we speak about the  
end of this neomania? 
architecture does not follow fashion or economic cycles 
but the cycles of innovation generated by social and tech-
nological developments. architecture can carry within it 
an inherent sense of vitality and optimism; the ability  
to connect communities and build their futures. ecological 
sustainability and social disparity are the defining chal-
lenges of our generation, and the architecture of inclusiv-
ity offers solutions to these key challenges. 

i believe what is new in our generation are the much 
greater levels of complexity and connectivity. With over 
50% of the world's growing population now living in cit-
ies, contemporary urbanism and architecture must move 

2 |  Malevich’s Tektonik 
london. 1976–1977

Tower Research Installation3 |  Hafenstrasse Development 
hamburg. 1989

2 |

3 |

4 |

4 |  Victoria City Aerial 
Berlin. 1988
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beyond the outdated architecture of repetitive orthogonal 
blocks, towards an architecture for the 21st century that 
addresses the complexities and dynamism of our lives 
today. consequently, our work is exploring new concepts 
and methods that examine and organize the complexities 
of contemporary living. 

huge advances in design technology are enabling 
architects to rethink form and space, using new construc-
tion methods and materials in development such as so-
phisticated architectural facades that can take almost 
any shape and have the structural, weatherproofing, 
and insulation properties compressed into a single layer  
and can be easily fabricated and assembled anywhere.  
3D Printing will open many new possibilities for the con-
struction industry.  

So we are still in thrall to technology?
our task as architects is to continue this progress.  
We must marry these new concepts of accessibility and 
integration with the incredible advances in ecologically 
sound materials and construction practices. We must 

not look at the disparate parts, but understand them as  
a whole, working together to create integrated communi-
ties that present solutions to the defining ecological and 
social challenges of our time. it is only through an archi-
tecture of inclusivity that we will create a truly sustainable 
society. our designs demand continual progress in the 
development of new technologies, and our collaborators 
continue to respond by providing ever more sophisticated 
design and fabrication applications. Great things come 
from this method of working! 

How do you view the contemporary educational prepara-
tion of architects? Are there any key schools?
i always thought teaching was very important experi-
ence, because you also learn from those you teach, and 
it is very rewarding somehow to show people what they 
can achieve beyond what they thought is possible for 
them to do. it’s not just about what i know only, but what  
my students know too. it’s reciprocal.

i don’t think you can teach architecture. You can 
give a few lectures on history, and there is teaching  

6 |5 |

5 |  Monsoon Restaurant (Interior) 
sapporo. 1989–1990

6 |  Tomigaya Building 
tokyo. 1986

Galaxy SOHO. Beijing. 2008–2012. Sponsor: Zhang Xin and Pan Shiyi of SOHO China

 Sky SOHO. Shanghai. 2010–2014. Sponsor: Zhang Xin and Pan Shiyi of SOHO China
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the technical issues and concepts of a design, but you 
can really only inspire people to make the next move.  
and that is a very difficult task because firstly, not 
everybody can do it, and secondly, it’s not something 
that is tangible. i don’t walk into the classroom and say  
“i am going to teach you this, today”. We always set up 
a problem to look at, and then we explore it. of course, 
the most rewarding aspect is when the students achieve 
beyond your expectations. 

for my students at the university of applied arts 
in Vienna there was a very interesting programme. it is  
a masterclass and the students are with me for 5 or  
6 years. at the end of six years, the students have had  
a unique opportunity to learn from my repertoire and 
experience, and many come to work with us in London.  
Some of the best people in our office are from the Vienna 
studio. 

in Vienna, we explore on all scales, from whole cit-
ies, urban and large building complexes, all the way to fur-
niture, fashion and product design. We have also explored 
the full ambit of programmatic agendas. throughout this 
entire process we have been consistent in our general 
ambition to give expression to the complexity and dyna-
mism of our time. each year, we have set a conceptual 
research agenda in order to home in on important aspects 
for potential architectural innovation. however, the stu-
dents ultimately assume the responsibility for their own 
design agenda. 

credit is due to the students who contribute to the 
discourse . their ambition to improve the project’s impact 
on society is encouraged. You never know what can come 
out of the students when they’re given opportunity. they 
may be scared at first — not of me, of course! — but they 
just need to be given confidence to do their best. i think 
the great degree of freedom is why students like to come 
and work in our office. their only obligation is to work 
hard and do their best. You need to let people grow, and 
it’s so exciting to see them and their work mature. 

There are hundreds of people working at your studio. 
Would you say it has become a real school, fulfilling  
the role of former institutions?
architecture is certainly not a solo act. We have a won-
derful team in the office that i’ve worked with for many 
years. the office has a great atmosphere of incred-
ible energy and many people in the office contribute to  
the work. it's a different kind of operational psychol-
ogy today. Previously, in an architect’s office, you'd have 
each individual do almost everything: make a model, 
design, answer the phone or make a slide presentation.  
now, you have people who specialize in different aspects 
of the design and construction process, so we’ve worked 
hard to establish a collective research culture in our  
office where many talents can feed off each other’s ideas 
and experience. 

You use ultra-modern technologies, however you still 
draw by hand. What tools do you choose when you start 
thinking about a project? 
Painting formed a critical part of my creative experimen-
tation, particularly in the early part of my career. it is  
a design tool that allowed us to experiment in both form 
and movement — leading to the development of a new 
language for architecture. it was the only thing available 
to us at the time as designers — as 3D design software 
didn’t exist. there has been a complete shift in the last 
thirty years — to now doing some projects only on the 
computer. i thought architectural drawings required  
a much greater degree of distortion and fragmentation  
to assist our research — but eventually it affected the 
work of course. i’m not a painter — the paintings we cre-
ated were always part of the research for our architectural 
projects. if i did them again i’d do them in a very different 
kind of way, but they were very important at the time. 

in the early days of our office — the method  
we used to construct a drawing or painting or model — 
led to new exciting discoveries. it might take 10 years  

 Zaha Hadid (Interview, 2012):
 
“Works of such suprematists as Malevich 2  and Lissitzky are only seen as art objects 
because they have no scale to be compared to. But the minute you put scale they 
become architecture.”

Unique Circle Yachts. Blohm & Voss. 2013. Lender: Blohm & Voss

Z-Car I, II. 2008
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for a 2D sketch to evolve into a workable space,  
and then into a realized building. and these are the jour-
neys that i think are very exciting, as they are not predict-
able. for example, i used to produce hatched lines on my 
drawings. these became striated models, which eventu-
ally became the diagram for Maxxi. So a simple idea like 
that would evolve over time.

Doing the drawings was a slow process, as they 
required tremendous concentration and precision. archi-
tectural drawing involves putting one sheet over another 
and tracing, like a form of reverse archaeology in a way. 
it leads to a process where distortion in the drawing can 
lead to distortion in the building. the processes lead  
to literal translations in the building. 

You have talked about the natural world as the best 
example for sound large scale urban projects. Does 
this mean a dialogue with the surrounding landscape is  
essential? 
We often look at nature when we work to create envi-
ronments — at her coherence and beauty. People ask 
me; “Why are there no straight lines, why no 90 degrees  
in your work” this is because life is not made in a grid.  
if you think of a natural landscape, it’s not even and  
regular — but people go to these places and think it’s 
very natural, very relaxing. i think that one can do that  
in architecture. a lot of this work was based also on  
early drawing research — looking at geology and ar-
chaeology, and more recently organic morphology, cells  
and biology. each of our projects is the very specific re-
sult of how context, local culture, function and innovative 
engineering come together — allowing the architecture, 
city and landscape to seamlessly combine, both in terms 
of formal strategy and spatial experience. 

i would say that quite consciously, we have a very 
open, diverse formal repertoire. one of the principles 
we adhere to is to attempt to embed a project into con-
text with a whole series of articulate relationships that 
draw out features with the surrounding environment. 
We always first investigate and research the landscape, 
topography and circulation of the site. We then draw 
lines of visual connections with the local environment 
and lines of movement that become evident from these 
investigations, and bring these lines into the site — 
using them to inform our design so that each project 
has the strongest possible relationship with its unique 
environment.

 Tower Reliefs

Orchis Stools. ZHD. 2008

7 |

7 |  Monsoon Restaurant (Interior) 
sapporo. 1989–1990
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With every project, there is never an immedi-
ate attempt to create a predetermined organic form. 
there is always an underlying logic and architectural 
method within the design which we then push to the 
highest standards. if the completed design becomes  
a recognizable iconic form, it is an expression of the es-
sence and quality of the design itself — and not because 
the design represents something else. 

How did Russian Suprematism become so crucial for you?  
Why not  Bauhaus or De Stijl? 
i was unsure about what i really wanted to do until  
i reached my fourth year at the architectural association. 
alvin boyarski offered me my first platform to explore  
my ideas, and rem Koolhaas and elia Zenghelis were cru-
cial as my teachers. but from my first days in architecture 
at the aa, i have always been interested in the concept 
of fragmentation, where we were de-constructing ideas  
of repetitiveness and mass production. So the work start-
ed out with abstraction. 

it goes back europe in the 1960s and ’70s, when 
certain figures were concerned with shattering and break-
ing—and before that to the beginning of the twentieth 
century, when some abstract movements were looking  
at figurative art, and also at certain geometric ab-

stractions, as well as arabic calligraphy. i’m abso-
lutely sure the russians—Malevich, in particular—
looked at those scripts. his work allowed me to de-
velop abstraction as a heuristic principle to research 
and invent space. Kandinsky’s art is also related to 
script. the person who first observed this connec-
tion was rem Koolhaas. he noticed that only the arab 
and Persian architecture students like myself were 
able to make certain curved gestures. he thought  
it had to do with calligraphy. the calligraphy you see 
in architectural plans today has to do with the notion  
of deconstruction and fragmentation in space. 

But why did it take so much time to be convinced it was 
not just a formal language but a very efficient architec-
tural method?
in the 1970's, most architects had no work because  
of the economy, but we were very productive with draw-
ings. i think there was a similar ambition to that of  
Malevich’s most formative period in revolutionary russia —  
in the sense that we thought to inject new ideas that 
might regenerate or revitalise current thinking.  

russian avant-garde not only anticipated the urban-
ist utopias of the 1960s and the high-tech style of the 
1970s. Leonidov’s 1927 project for the Lenin institute 

Orchis Stools
ZHD. 2008

№
22

H



30 31

and his 1934 competition entry for the Soviet Ministry  
of industry were 50 years ahead of their time.  

Much of our work from the 1970’s was criticized 
as “paper architecture” — as if we were trying to avoid 
engaging with the real world. but i’m convinced it was  
a very important period. the 70's were a very critical 
time of investigation, and they helped the development 
of all the work that followed over the next thirty years. 
however, this theoretical work has a slight stigma to it 
because so much was never realized. however, i have  
to say that it was not my choice not to build for so long; 
there just wasn’t the opportunity. i was heavily criticised, 
even up to the mid 1990’s.

Malevich said that we can’t trust our consciousness be-
cause “all the buttons are mixed up, like on a Petrograd 
telephone”. Here we see that avant-garde abstraction 
despite its formal early studies has entirely non-rational 
origins. But can we avoid rationality in architecture?
Malevich also said “the square is not a subconscious form. 
it is the creation of intuitive reason.” i think what he 
meant is that our consciousness is rational, but it isn’t  
a pure rationality. it’s mixed with the weight of our associa-
tions, with historical and societal norms. in painting terms, 
he frames this as the tyranny of object and subject —  
the notion that painting must always depict something. 
that was the inherited idea of art at the time; that it must 
be a representation.

i don’t believe that Malevich was advocating a total 
rejection of rationality so much as he was saying that we 
cannot achieve truly rational thought without first setting 
aside the existing influences and preconceptions of our 
conscious minds. rather than relying upon inherited ideas 
of what art is, we must begin from the subconscious, and 
build our rationality upon that — that is the concept of 
“intuitive reason”. 

Malevich’s principles also apply to architecture.  
the inherited idea of architecture and urbanism in our 
fordist-trained consciousness suggests a series of re-
petitive, isolated, unconnected orthogonal structures —  
regardless of their appropriateness. So it is not rationality 
that must be avoided, but the inherited idea.  

You’ve had a lot of experience in designing museum 
buildings. How do you resolve the dichotomy of museum 
architecture and the temporary exhibition installation? 
art is not created in a vacuum, and it’s certainly not meant 
to exist in a vacuum. it’s meant to engage and question; to 
be considered and debated. these days, its important have 
a variety of space because curators make so many differ-
ent interpretations of space when designing exhibitions. 
it’s not only a question of how you exhibit the art, but also 
about how, through variety, curators can interpret differ-
ent leads and different connections between works of art. 
curating is about creating contextual options that allow us 
to explore and interpret works of art. this interpretation 
should reflect local viewpoints, cultures and traditions — 
and not present the art in the same homogenous man-
ner as it travels around the world. through varied gallery 
conditions, exhibitions can challenge pre-conceptions and 
explore new possibilities. a minimalistic space can work for 
some art, but certainly not in every respect. Variety gives 
you much more curatorial flexibility.

artists are, by their very nature, experimental and 
questioning. they can see the potential of doing things 
differently and are not afraid to push boundaries. as their 
work has been stuck in a white cube for so long; most art-
ists are excited to finally have the opportunities to explore 
new possibilities in spaces that engage with the public.  

But these sacred museum spaces have their own, in-
dependent life. What is the role of architecture in this 
process?
the story of the art gallery has changed a great deal — 
galleries have become places where you can experiment 
with light and movement, study people’s behaviour and 
establish a dialogue. Some say museums have become 
too popular, too crowded; but i think this is positive.  
this connection between culture and community is criti-
cal. Galleries have now become public spaces — part of 
our civic domain, accommodating the widest variety of 
people who enjoy being in spaces with vitality and variety.  
Galleries should be forums for the exchange of ideas; 
places to present an ever-changing menu of art that feeds 
the cultural vitality of the city.

Heydar Aliyev Center. Baku. 2007–2012

 View of Zaha Hadid's exhibition in the Nicholas Hall of the Winter Palace
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glasstress 2015 gotika, presented at the 56th ven-
ice biennale, was organized by the hermitage’s 
department of modern art in collaboration with 
berengo studio, the largest glass making com-
pany in murano. gothic and neo-gothic objects 
from the hermitage collection were juxtaposed 
with glass works by contemporary artists, who 
explored the theme of the “gothic condition” of 
modernity. The art show was held in the historical 
Palazzo cavalli-Franchetti and the berengo Fon-
dazione exhibition space in murano. a “life bank” 
boat with chickens and a dromedary camel trav-
elled between the two exhibition venues along the 
grand canal; the dishes for the receptions were 
provided by a chef from the slow food movement.

gothic was the first international style in 
European visual arts and architecture, and re-
mained an artistic lingua franca for at least four 
centuries,a function performed today by con-
temporary art. like medieval symbolism and 
the “biblia Pauperum”, the language of mod-
ern art is accessible to everyone, from africa  
to america, from russia to Japan. like gothic, 
contemporary art has grown to be something 
more important than an art style. it is a new 

A Neo-Gothic palazzo filled with works by renowned modern Artists 
And Ancient treasures from the Hermitage, peterhof And pavlovsk. 
Glasstress 2015 Gotika, based on the concept by Dmitry ozerkov, 
Head of the Hermitage 20/21 project, Highlighted the influence 
of the middle Ages on modern Art.

Dimitri OzerkOv

language of culture, a modus vivendi for a host  
of international collectors and connoisseurs trav-
elling the world from one art fair to another. They 
are followed by a crowd of curious idlers stirred 
up by publicity and hungry for miracles.

The original gothic system of formal values 
is still alive. numerous neo-gothic styles and 
gothic revivals continue to generate gables and 
crockets, creeping into the sphere of contempo-
rary art. This is especially obvious in venice, one 
of the world’s most gothic cities and a capital  
of modern art. what do the gothic style and mo-
dernity have in common? First, both gothic and 
contemporary artists take their time. gothic ca-
thedrals were built over several centuries; the last 
of them, gaudi’s postmodern sagrada Familia in 
barcelona, is still incomplete. second, the strict 
architectonic systems of gothic and modern 
art, with their rigid rules, can nevertheless em-
brace and integrate the forms of any other style. 
gothic architecture often comprises neoclassical  
or baroque elements added centuries later, like 
st. Eustache cathedral in Paris. Pilasters, capi-
tals and broken pediments form integral parts 
of gothic buildings; this resonates perfectly with 
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thomas lerooy
Speaking in Tongues. 2014

*   
The author and curator 
of the exhibition –  
dimitri ozerkov, 
head of the project 
“hermitage 20/21”.
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“This exhibition is the first-evert attempt to present art works from the Hermitage as masterpieces in them-
selves and as a source of inspiration for glassworks, most of which were commissioned to Berengo Studio. 
Dmitry Ozerkov and Adriano Berengo undertook a unique challenge to explore the interaction of medieval 
and contemporary art. 56 artists from around the world created new objects in conjunction with Murano glass 
masters. This experience, entirely new for some artists, has shown yet again that glass is an incredibly  
flexible material; it is an ideal creative medium offering a unique opportunity to develop individual languages 
for making new artistic statements.” 

Gabriella Belli, Director, Fondazione Musei Civici di Venezia: 

the hybridity of contemporary art. Third, gothic 
edifices are illogical. They seem to soar above 
the ground. They strain for the heaven. They defy 
gravity. according to art historians, the gothic 
style evolved from the tent, finial or canopy sus-
pended in the air, ever reaching up to the skies. 
illogicality and absurdity, present in st. Eustache 
cathedral, became the fundamental principles  
of twentieth century art. Fourth, gothic architec-
tonics includes numerous marginal deviations. 
The bending and intertwining columns in the 
courtyards of spanish monasteries; supporting 
pylons which suddenly arch like the flying but-
tresses of the chartres cathedral; the intersect-
ing pinnacle tops on the portal of the cathedral 
in Fribourg; the window of the milan cathedral 
which seems to rotate around its axis. These 
visual features are based on macabre imagery 
(shiny tombs) and a verbose yet accurate scho-
lastic philosophy. a definition of contemporary 
art, that is individualized and marginalized.

all these gothic “aberrations” closely re-
semble some general trends in contemporary 
art, which is in turns praised and reproached 
for constantly playing games with the viewer. The 
hermitage’s glasstress 2015 gotika in venice 
looks at how medieval ideas and communica-
tion technologies have crept into modernity with 
its technological, and, supposedly, spiritual 
progress. The exhibition, which could have been 
called “The new middle ages”, using the name of 
the article by the russian philosopher berdyaev 
(or “living in the new middle ages”, after um-
berto Eco’s recent publication), makes us look 
on our time as uniquely transitional and inter-
cultural. like medieval people, we stand on the 
ruins of great empires and live amid their echoes 
— their material remains, ideologies, myths and 
phobias. The value of the social has been diluted 
as a result of the mass production of meanings. 
we have nothing to aspire to, nothing to build, 
and no reason to believe in tomorrow. The me-

dievalization of society gives rise to the modern 
art of a prolonged transitional era.

similarly to the middle ages, today’s burgh-
ers lead a chaotically esoteric life utterly deprived 
of art, the best samples of which are only avail-
able to the elite. art requires leisure, and burgh-
ers are too preoccupied with earning money  
to visit museums. They bless technological pro-
gress, but their so-called time saving devices and 
newly available upgrades, paradoxically, seem to 
fill their day with complex magic rituals instead of 
creating respite. charge your mobile, your tablet 
and your laptop; don’t forget your charger and 
a spare battery; find the time to tank your car; 
check your emails and the currency exchange 
rates; agree to update your software or leave it till 
tomorrow; pay your bills and make sure you get 
your dues. The routine is repeated every day and 
every hour until the final lethal outcome. burghers 
sneer at medieval monks who spent years copying 
manuscripts — they would have done it in a sin-
gle click! but most burghers are simply miserable 
slaves to Facebook, instagram, messenger and 
whatsapp. They will spend hours staring at the 
screen and poking it with their fingers. an iPhone 
in their hands is like a medieval missal which they 
consult every time they have a problem. our new 
middle ages are marvellous! may the life-saving 
web traffic never cease! may we be given our dai-
ly organic food today! may holy Yoga dispel evil 
spirits! may a bottle of still mineral water restore 
our natural might! may the blessed gym deliver 
us from infirmities! may botox grant us beauty 
everlasting!

Dinos Chapman: 
“This is the first time I have worked with glass. What is interesting,  
many of my prejudices and conjecture were not confirmed. Many things 
which had seemed unbelievable proved possible. It was a kind of investiga-
tory experience. We have always been interested in finding the limit beyond 
which problems arise. As soon as we are comfortable with the medium,  
we do not want to use it anymore. The same applies to glass: it is interest-
ing as long as it is inconvenient. This enables the artist to create complex, 
experimental objects. They have life. I think that making a sculpture  
from glass is the same as making a sculpture from porridge. Or dog shit,  
or bronze, or marble. These are different kinds of media. Glass is yet  
another interesting step. However, art is not about the medium.”

1 |  olga treivas 
Rags Chapel. 2015

2 |  Fragment from the exhibition.  
Helmets of 16–19 centuries,  
from the collection  
of the state Hermitage arsenal

3 |  adel abidin 
Metamorphosis. 2015

4 |  Palazzo Cavalli-Franchetti, Venice 

5 |  Jake&Dinos Chapman 3  
The Same But In Glass. 2015

1 
|

2 |

3 |

4 | 5 |

p. 210
↓ 
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medievalists traditionally distinguish be-
tween the good and bad middle ages. to the 
“good” middle ages we owe gothic cathedrals, 
illuminated manuscripts, the legend of the holy 
grail, scholastics and alchemy; the ‘bad” middle 
ages is notorious for the barbaric destruction  
of historical legacy. “what is required to make  
a good middle ages?” asks umberto Eco. “First 
of all, a great peace that is breaking down,  
a great international power that has unified the 
world in language, customs, ideologies, reli-
gions, art, and technology, which at a certain 
point, thanks to its own ungovernable complexity, 
collapses. it collapses because the “barbarians” 
are pressing at its borders; these barbarians are 
not necessarily uncultivated, but they bring new 
customs, new views of the world”.

The modern barbarians flood murano with 
cheap glass from china and import turkish halal 
meat to germany. They persuade the tired burgh-
ers to fill their homes with stupid souvenirs from 
Paris and new York showing the Eiffel tower or 
Empire state building. The barbarians furnish 
the burghers’ flats according to feng-shui, train 
the burghers in pilates, introduce them to Forex 
and make them believe in the american dream 
again. The burghers do not have time for any-
thing. Yet their new world outlook keeps their lost 
society afloat, and they spend the rest of their 

Hans Op de Beeck: 
“I was really impressed by the works of the local 
artists. They have all the skills required to create 
complex shapes from glass. This collection  
of glass objects reminds me of an enormous  
still-life combining classical symbols  
(e.g. the vanitas genre) and modern forms.  
Glass is self-sufficient — this is what makes  
it so beautiful. Glass is raw and coarse,  
yet it does not need any shell. It has everything. 
Glass can be compared with bronze, which has  
a ‘skin’ of its own.”

time and money trying to convince themselves that 
they understand the purpose of life.

artists alone can rescue society today. like 
in the olden days, they flock together into work-
shops, guilds and unions around the greatest pro-
fessionals, the masters. They try the most innovative 
materials and cutting-edge technologies for pro-
cessing and shaping their ideas. They keep their 
finds top-secret, scaring everyone with intrigue and 
auction prices. They defend their faith in what ig-
noramuses call contemporary art. This looks like 
overcomplicated rubbish to laypersons, yet collec-
tors and connoisseurs know better; they tirelessly 
move from one fair to the next. because the first 
one to make sense of the situation will rule the new 
renaissance…

in an attempt to investigate these problems, 
the hermitage encouraged us to revisit the gothic 
condition. The fifty or so contemporary artists in-
volved in the project created an alchemy of glass 
combining the medieval gothic mythology and  
the most advanced technological capacities of  
the 21st century. together with expert glass makers 
from murano, they provided new insights into the 
form and state of gothic mentality today. in venice, 
the English gothic novel and the aesthetics of the 
goths, a game of Thrones and syberia became 
rightful contributors to the new gothic world of the 
new middle ages.  
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Yasam sasmazer
Fear of Reason. 2013

Hans op De Beeck 
The Frozen Vanitas. 2015
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The city of artists at the Venice Biennale sometimes reminds me of Moscow. It reminds 
me of the Exhibition of Economic Achievements (VDNKh) of the Soviet period, where  
the pavilions were used to show what made each Soviet republic glorious. And it reminds 
me of the Moscow Olympic Games, so so fresh in my memory, with gold medals that they 
call “Lions” in Venice. And finally — the Diplomats’ Quarter, they are indeed diplomats  
of the arts, since the art spaces of the pavilions are aesthetically extraterritorial.  
We choose what and how to show ourselves in Venice. 

Irina Nakhova’s exhibition, put together by the curator Margarita Tupitsyna, 
seemed to me to be a good choice. The exhibition was entertaining and deep, aggressive  
and contemplative, modern, yet historical. Nakhova’s exhibition spoke about the origins  
of Moscow conceptualism as a whole, about its traces in previous and current political 
reality, and about the evolution of one of its most interesting artists. 

The opening of the Russian exhibition, meanwhile, was surprisingly informal. Before, 
Alexander Avdeev, the Minister for Culture, would come to the Biennale himself or send his 
deputies. But current Minister Vladimir Medinsky didn’t go to Venice, maybe he was busy 
working on other projects in Russia for the 70th anniversary of Victory Day, or perhaps  
he was affected by his skeptical attitude towards modern art. The Ministry for Culture 
did not want to reap the rewards, even as one of the sponsors, albeit not the title spon-
sor. It’s not the first time that the Russian pavilion has become a half-state, half-private 

undertaking (if we compare state and private financial contribution, the state provides 
only a quarter of the budget). This time, as at the previous two Biennales, the Russian 
exhibition was organized and financed by the Stella Art Foundation, founded and led  
by Stella Kasaeva, who was appointed by the Ministry for Culture in 2010 as the commis-
sioner of the Russian pavilion.

At all three of these Biennales, Kasaeva has shown Moscow conceptualist artists — 
the most well-known artistic circle of the late USSR in the West. This is an international 
art movement that is so rooted in several countries that these exhibitions were created 
through international cooperation. Andrey Monastyrsky was curated in 2011 by the phi-
losopher Boris Groys, who lives in Germany. In 2013, the curator for Vadim Zakharov, 
who lives between Moscow and Cologne, was Udo Kittelmann, the director of the National 
Gallery in Berlin. The 2015 exhibition was done by two Russian women living in America: 
Irina Nakhova and Margarita Tupitsyna.

Minister Medinsky, who doesn’t have much special trust or much special interest in 
modern art, can be understood. Modern art does not work so directly for state propaganda 
as do cinema, plays, or books. Modern art itself resists being used in any way. Wherever 
modern art is forced to do something, the results are uncertain, as was shown, in particu-
lar, by the over-politicized main exhibition in the Arsenale, collected by the fashionable 
American-Nigerian curator Okwui Enwezo.

Unlike VDNKh and the Olympics, the artist and the curator of the Russian pavilion 
tried not to turn their space into a propaganda showcase. Rather, they tried to do some-
thing more complex. That said, they weren’t aiming to win an indispensable “Lion” either 
and I think this is just the kind of approach that’s necessary for Russia in Venice.

It brings to mind an old film chronicle by Studio Luce in Venice from the end of the 
1930s, when at the opening of another Venice Biennale, warships entered the city car-
rying Mussolini in his bullish manner, as well as the diminutive Victor Emmanuel III, with 
cartoon plumage on his head. Maybe it's good that politics has ceased trying to break into 
the tower of untimely modern art like a graceless battleship.

T h e  B i e n n a l e  o f  U n T i m e l y  a r TV e n i c e

the 56th Venice biennale of modern art opened in may 
with a collective exhibition in the Arsenale and exhibits 
in the national pavilions in the Giardini park. our old 
russian pavilion in the Giardini is one of our cultural 
treasures inherited from tsarist times. the pavilion  
was built at a time when people hoped that states  
would learn to compare themselves not by the tonnage  
and the number of cannons on their battleships,  
but rather by their paintings and sculptures.  
the pavilion was finished just before the start  
of the first of the world wars. Alexei tarkhanov
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the exposition of the russian pavilion 
of the 56th Venice Biennale. 
artist irina Nakhova, 
curator Margarita tupitsyna.
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S e r i a l / P o r T a B l e  C l a S S i CM i l a n – V e n i c e

Ancient heroes in marble, painted plaster and bronze — mass production replicas  
of famous classical sculptures from Ancient Greece and Rome, unconventionally pre-
sented Venuses, Apollos, Herculeses, discus throwers and runners — life-size versions 
in Milan and smaller, portable versions, in Venice. 

The Hermitage provided replicas of the Doryphoros’s head and of Laocoön and 
His Sons, which is made specific mention of by the curator of the exhibition, Salva-
tore Settis, an archaeologist and an expert on Ancient art. This is a good example  
of something which is not contemporary turning out to be the most modern with  
no need for further explanation or addition. Possibly, because the success in repre-
senting the image is timeless.

palazzo ca' corner della regina, the Venetian residence 
of the prada foundation, and their new campus in milan 
designed by rem Koolhaas were chosen as the venues 
for two most sensational exhibitions of antiques: the 
Serial classic (in Venice) and portable classic (in milan).

1 |  Center: Bernardino licinio 
Sculptor and his pupils. c. 1533 
oil on canvas 
alnwick Castle, Collection of the Duke of Northumberland 
right: Crouching Venus 
1st–2nd century a.d.;  
marble 
Madrid, Museo Nacional del Prado

2 |  exhibition view of “Portable Classic” 
Section: “Size: small masterpieces  
from the classical world”

3 |  exhibition view of “Portable Classic” 
Section: “Scale: the Farnese Hercules” 

1
 |

2
 |

3 |
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C a n o v a  a n d  T h e  m a S T e r S  o f  m a r B l ec a r r a r a

the “canova and the masters of marble” exhibition 
consists of statues collected by Emperor Nicholas i.  
the exhibition was organized by the Giorgio conti 
foundation with collaboration from the Hermitage museum 
and the carrara city administration. Sergei Androsov

G i o r G i o  c o n t i  F o u n d a t i o n  ( P a l a z z o  c u c c h i a r i ) ,  c a r r a r a

J u n e – o c t o B e r  2 0 1 5

Even those who don’t know where Carrara is have at least heard of Carraran marble, from 
which the best sculptures of the modern age were made. For readers with an interest in 
geography, Carrara is located at the northern end of the Italian region of Tuscany, not far 
from the Tyrrhenian Sea, where the Apuan Alps begin. Carrara is located in a large valley 
surrounded by hills, and it is difficult for the city to expand in width. It can only grow up 
the mountainsides. Many of these mountains consist of white marble, which provides 
the city its wealth. Marble was first quarried here by the ancient Romans (traces of their 
presence are still found in the cliffs and caves to this day), and the marble reserves will 
last for several hundred more years. That said there are almost no quarries producing  
the marmo statuario today. Nevertheless, the extraction of finishing and decorative stone 
is still in full swing.

The ancient Romans, who first developed the quarries of Carrara, began bring-
ing strong slaves here to do the hard physical labor of accessing the marble. Passing  
on experience and skills from generation to generation, the local inhabitants grew ac-
customed to working with marble. The majority of these people were craftsmen and 
masons, but skilled sculptors were produced in this environment as well. That said, these 
artists were forced to leave Carrara to look for masters in the seventeenth and beginning  
of the eighteenth centuries. For example, Pietro Tacca (1577–1640) worked in Flor-
ence; Giuliano Finelli (about 1602–1653) and Domenico Guidi (1628–1701) — in Rome; 
Pietro Baratta (1668–1727) — in Venice; Giovanni Domenico Olivieri (1708–1762)  
— in Madrid.

The Duchess Maria Teresa Cyibo founded the Academy of Fine Arts in Carrara  
in 1769. The first director of the Academy, naturally, was a sculptor — Giovanni Antonio 
Cybei (1706–1784). From that time on, Carraran sculptores could receive professional 
training at home, although the most talented of them still move to other cities, mostly  
to Rome. It was in the Eternal City that a new generation of Carraran sculptores, including 
Carlo Finelli (1782–1853), Pietro Tenerani (1789–1869), and Luigi Bienaimé (1795–
1878), created their best works. Those sculptors who did not leave Carrara, being members  
of the famous Triscornia, Lazzarini, and Nicoli sculpting families, worked mainly on works 
for export. Almost none of their works remain in Carrara today. 

Many natives of Carrara came to work in St. Petersburg. These sculptors received 
orders for their work from the Tsarist family or from Russian aristocrats. Numerous 
marble statues and busts that adorn the Summer Garden in St. Petersburg were carved 
by Pietro Baratta, who even received a patent in Italy for the title of first sculptor  
“Of the Tsar of Muscovy.” Giovanni Antonio Cybei did much work for Catherine the 
Great. Paolo Andrea Triscornia (1757–1833) worked on marble replicas of famous 
antiques by order of Paul I, and his brother Andrea Maria Triscornia (1761–1824) even 
established his own sculpture workshop in St. Petersburg. Finally, Nicholas I became 
a customer of Carlo Finelli, Pietro Tenerani, and Luigi Bienaimé, having visited their 
studios in Rome in 1845.

Works of Carraran sculptors were kept not only in the Hermitage, but also deco-
rated the streets and squares of St. Petersburg (such as the Dioscuri group in front  
of the St. Petersburg Manege of the Imperial Horse Guards, or the lion figures in front  
of the Lobanov-Rostovsky Palace, sculpted by Triscornia).

All of these Italian-Russian sculptural connections made it possible in 1996 to organ-
ize a sculpture exhibition entitled “Marble of Tsars. Carraran Sculptors in the Hermitage 
and Peterhof.” In this exhibition, twenty six sculptural groups, statues, and busts were 
shown at the Carrara Academy of Arts and at the Palazzo Ducale in Massa, the main city 
of the province. The exhibition managed to demonstrate the main masters of sculpture, 
from Baratta to Bienaimé. The exhibition was a great success, thanks in part to the great 
local patriotism so characteristic of Italians. The residents of Carrara didn’t know about 
the skill of their sculptors, since almost none of these sculptors’ works remained in their 
homeland (except for a few plaster models at the Academy). 

Almost 20 years later, the works of Carraran masters from the Heritage returned to 
Carrara once again. This time the exhibition was held at the Palazzo Cucchiari, an exhibi-
tion hall that recently opened after a careful and detailed restoration using funds from 
the Giorgio Conti Foundation. The exhibition contents were somewhat different as well: 
statues by Antonio Canova (1757–1822) and Lorenzo Bartolini (1777–1850), who both 
also worked in Carrara, were added to the show. The Carrara Academy of Arts provided  
a number of works, mainly original plaster models. Statues which had been demonstrated 
at the previous exhibition, mainly “Spring”, “Summer”, “Autumn” and “Winter” by Cybei, 
“Venus in a Shell” by Finelli, “Psyche Fainted” by Tenerani, and “Cupid with Pigeons”  
by Bienaimé looked different in the small chamber halls of the Palazzo Cucchiari (and 
certainly completely different than they do in the Hermitage). The marble seemed alive 
and almost transparent in the bright light of the Italian sun.

The exhibition was a great success, which is especially pleasing to see since sculp-
ture is an art form that can be difficult to understand. All the more pleasant to see true 
connoisseurs of marble sculpture enjoy this art in the Italian province of Massa and Carrara.

antonio Canova
Orcheus
italy. 1770s

marble. 140 cm
The state hermitage museum
inv. № n.sk-315
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Pietro tenerani 
Psyche in a Faint 
italy, first half of the 19th century
marble. 112 cm
The state hermitage museum
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The Netherlands ousted the Portuguese, competed with Great Britain, and founded  
a colony on the island of Java. The center of the Dutch colony was Batavia (modern day 
Jakarta). Colonial items and the works of masters from the island of Dejima in Japan, 
from Guangzhou and Macau in China, and from Siam (Thailand) were brought to Bata-
via, from where they were shipped to Europe. Thanks to the work of the Dutch East 
India Company and the Batavia colony, rich collections of Asian art began to appear  
in the Netherlands. 

The Hermitage has just two exhibits at the “Asia in Amsterdam” exhibition, but these 
two are some of the most important pieces  for studying the development of relations 
between Asia and the Netherlands, and are significant for the history of diplomatic rela-
tions between the rulers of Europe and Russia at the end of the 17th- beginning of the  
18th centuries. These exhibits are a writing set of the Dutch Stadtholder William III  
of Orange (1650–1702) and an incense burner (сassollette), which was also once in the 
collection of the family of Orange. Both items are made of high-proof flattened silver wire 
using a thin ribbon technique throughout, which in Europe was called “filigree”.

The rectangular writing set has a flat, hinged cover on a chain, with a lock, and 
stands on four legs. Inside there is a plug-bottom, separating the unit into two tiers.  
The top layer has five compartments: for envelopes, feather pens, ink and sand pots. 
Underneath there is a drawer for paper. 

a S i a  i n  a m S T e r d a ma M s t e r d a M

the “Asia in Amsterdam” exhibition opened in october, 
2015 at the rijksmuseum, the Netherlands’ national 
museum. the show has an extremely interesting theme: 
the Netherlands established the Vereenigde oost-indische 
compagnie (Voc), referred to by the british as the Dutch 
East india company, in 1602. Ships sailing under the 
Dutch flag with the letters Voc transported an immense 
number of products from various places in Asia that 
permitted trading with Europeans during the seventeenth 
and eighteenth centuries. maria menshikova 

On the cover there is a shield with the complex coat of arms of Orange. The coat  
of arms features a crown with five leaves atop it. A ribbon wraps around the coat of 
arms, and contains the motto of the Order of the Garter: “Honi soit qui mal y pense” 
(“Shame on him who thinks evil of it”). The GHLO monogram under a crown can be seen  
on the filigree bottom insert. 

The coat of arms and the crowned cipher reveal the owner's name — William III 
(Willem Hendrik), Prince of Orange, Stadtholder of the Netherlands from 1672, King  
of England from 1689. Judging by the monogram and the coats of arms, the  writing set 
was made after 1653, when — being the son of the English princess Mary — William re-
ceived the Order of the Garter, but before 1689, when William was elected King of England  
and changed the coat of arms and crown.

It’s likely that the writing set was made for William in 1672 when he was elected 
the Stadtholder. The writing set was one of the most important items on the tables  
of European rulers of the seventeenth to the eighteenth centuries, and served as a symbol 
of power and an indicator of one’s level of education.

William III had no children, and his collection of silver was inherited by Frederick I 
Wilhelm (1657–1713), King of Prussia. He built a palace in Charlottenburg and placed  
the silver filigree works in his lacquered study there. A complete inventory of the collection 
was compiled in 1715. This inventory includes the  writing set, and many other items, such 
as the incense burner shown at the exhibition, candlesticks, trays and boxes. 

How did these objects come to St. Petersburg, as part of the collection of Peter  
the Great? Peter was a guest of Frederick I (1688–1740) in November 1717, and received 
the Amber Room as a gift. Perhaps in Charlottenburg the Tsar saw the writing set and other 
silverwork from the collection of his “youth idol” — William III of Orange — and asked for 
these masterpieces to be given to him.

These wares were first held in storerooms in St. Petersburg, and then were ordered 
by Catherine the Great to be transferred in 1789 to the Hermitage, which is documented 
in the “Inventory of Precious Things”. Furthermore, the inventory of 1859 states: “The 
inkpot was inherited by Fredrick I, the King of Prussia, and he in turn gave it to Peter 
the Great.” 

These and other items from the Hermitage collection of ribbon filigree have many 
particularities concerning their style, ornamentation, and technique of execution that in-
dicate their Eastern origin. Perhaps the silver filigree was created for the Stadtholders’ 
court of the Netherlands, most likely in Batavia, where masters from China and South-East 
Asia worked. These silver precious memorabilities, which are so important to Dutch history,  
are shown at the exhibition “Asia in Amsterdam”. 

1 |  incense burner  
from the collection  
of the Family of orange 
batavia. 1650s–1670s 
height 21 cm 
silver, filigree 
inv. № ls-641

2 |  Writing set  
of William iii of orange,  
stadtholder  
of the Netherlands 
batavia (?). 1672–1689 
26.2 x 21.7 x 6.5 cm 
silver, filigree 
inv. № ls-643

1
 |

2
 |

4 |  Vest. 18th century.  
Peabody Essex museum, salem, usa

3 |  Composition with Parrot  
and still-life of the exhibits

3 | 4 |
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Why is the Beyeler Foundation, in particular, holding the most large-
scale exhibition devoted to the 100th anniversary of the key event 
in Russian avant-garde art: the 0.10 Exhibition? 
The idea of showing an exhibition devoted to Malevich came  
to our director, Sam Keller, a long time ago. Our collection contains 
a Suprematist work by Kazimir Malevich from 1915. This was one  
of the last acquisitions made by the museum's founder Ernst Beyel-
er, and we’ve been dreaming of making a Malevich exhibition for  
a long time thanks to this work, in order to show the audience the 
context in which this work originated. Matthew Drutt, our visiting 
exhibition curator from New York, proposed focusing on the historic 
0.10 Exhibition. 

Was the Malevich work of 1915 from the Foundation’s collection 
part of the original 0.10 Exhibition? 
It is known that the “Suprematist Composition” was made in 1915, 
specifically in time for the 0.10 Exhibition. One of the pieces of evi-
dence is the painting’s format: a large number of paintings exhibited 
by Malevich at the 0.10 Exhibition had an 80×80 cm format. Our 
painting has the basic elements of Suprematist paintings: square, 
rectangle, and circle. That said, we don’t have ultimate proof that 
the work was exhibited at 0.10. This painting isn’t visible in the fa-
mous 1915 photograph. The original exhibition catalogue does not 
name works by name. For example, Malevich had about 10 works at 
the exhibition that are listed in the catalogue as “Painted masses  

in movement”, but the actual names of the paintings were not given. We learned that the painting 
owned by our Foundation was displayed at the first retrospective Malevich exhibition in Moscow in 1920,  
and there is even a photo of Malevich with his piece of art.

How did this work come to be part of the Beyeler collection? Is this a piece that Khardzhiev owned? 
The painting was in Khardzhiev collection, and was among those art works owned by the collector that 
were transferred to the West. Ernst Beyeler bought it in 2006. The Black Cross, belonging to the Centre 
Pompidou, and the Suprematist composition, from Stockholm Moderna Museet, both of which are displayed 
in our exhibition, also came from Khardzhiev’s collection. 

in the footsteps 
  of the Last futuristic 
  Exhibition 0.10

the beyeler foundation celebrated the 100th Anniversary of Kazimir malevich'S
2

  
“black Square” with the Exposition Devoted to the Exhibition “0.10”
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kazimir Malevich
Black Square
russia. circa 1930
canvas, oil. 53.5 x 53.5 cm
The state hermitage museum
inv. № ГЭ–10620

p. 014
p. 024
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1   
0.10 — a group of cubo-futurist 
artists that existed in Petrograd 
in 1917. The group’s foundation 
was preceded by an exhibition 
entitled “The last Futuristic 
Exhibition 0.10”, which took 
place from december 19, 1915 
to January 17, 1916  
in the dobychina art bureau  
in Petrograd (marsovo Pole, 7).
 
2   
The Beyeler Foundation —  
one of the major basel 
museums, located on the city’s 
outskirts in riehen. The beyeler 
Foundation museum features 
Ernst beyeler’s collection of art 
works by 20th century artists. 
beyeler, a superlative basel  
art dealer, accumulated  
his collection over a half 
century. The museum features 
art works by Picasso, 
giacometti, warhol, rothko, 
Klee, Kandinsky, miró, monet 
and others.

3   
Nikolai Ivanovich Khardzhiev 
(1903–1996) —  
russian writer, literary 
historian, and art collector. 

4   
Encyclopedia of the Russian 
Avant-Garde —  
both a fundamental publication 
and a cultural project aimed 
at popularizing the russian 
avant-garde. written by the art 
historians vasily rakitin and 
andrei sarabyanov.

“the last Futuristic 
exhibition of Painting 0.10” 
Petrograd. winter 1915/16
view of the room with malevich’s 
Black Square and other suprematist paintings
russian state archive for literature and art, 
moscow

3
 |

2
 |

1 |  kazimir Malevich 
Suprematist Composition. 1915 
oil on canvas. 80.4 x 80.6 cm  
The beyeler Foundation, riehen/basel,  
beyeler collection  

2 |  exhibition poster for “the last  
Futuristic exhibition of Painting 0.10”,  
Petrograd. 1915 
russian state archive for literature and art, moscow

3 |  Vladimir tatlin  
Painterly Relief. 1914–1916 
wood, metal, and leather. 62 x 53 cm 
The state tretyakov gallery, moscow,  
gift of george costakis, 1977

4 |  lyubov Popova 
Portrait of a Lady (Plastic Drawing). 1915 
Paper, oil, cardboard, and wood. 66.3 x 48.5 cm 
museum ludwig, cologne

1
 |

Several of the artists in the exhibition aren’t household names, to say the least. For example Ksenia 
Boguslavskaya, and Maria Vasilieva. 
The artists taking part in the exhibition were determined by the 1915 catalogue. The 0.10 Exhibition  
is very well known in specialist circles. It’s already taken on mythical status. We took the original catalog 
of 1915, where the names of all of the exhibition participants are listed. There can’t be any surprises here. 
But we won’t find out any more about many of the items shown in the original exhibition, even though 
there have been in-depth studies by art historians from around the world offering possible variations  
of works that could have participated in the exhibition. 
In particular, we weren’t able to find a single work shown at the original exhibition by the artist Anna 
Kirillova. Surprisingly, the recently published Encyclopedia of the russian Avant-Garde, which is quite large, 
doesn’t have a single mention of this artist. Thanks to research done by Irina Arskaya from the russian 
Museum, we were able, in our catalogue, to publish one watercolor done by Anna Kirillova in the 1920s, 
as well as the artist’s biography. 
Maria Vasilieva is a little-known representative of the russian avant-garde. She left russia at a young 
age to live in Paris, and there she had close contact with the French avant-garde. The artists of the  
0.10 Exhibition invited her to take part in the Petrograd show, but she returned to Paris soon after the 
exhibition ended. Today there is a Maria Vasilieva museum in Montparnasse. 

The Beyeler Foundation hasn’t compiled a direct reconstruction of the 0.10 Exhibition, but rather has 
made a sort of 100-year anniversary project. As part of its continuation, the Foundation is also showing 
the two-part Black Sun project, with modern art works that don’t have a direct relation to 1915 and 
the 0.10 Exhibition. 
This was also the idea and the desire of our director: to make a parallel exhibition. Black Sun 1 is dedi-
cated to artists from the first half to the middle of the twentieth century . The exhibition includes works 
by Kandinsky, Mark rothko, and Josef Albers, all representatives of abstract painting. Black Sun 2 was 
born out of close cooperation with modern artists. This exhibition includes art works by 36 modern art-
ists who draw a parallel with the work of the russian avant-garde. There are also works that pay direct 
homage to the avant-garde: next to the Tatlin room there is a room where Dan Flavin’s well-known work 
“Monument to Tatlin” is exhibited, while next to the halls where Malevich’s works are exhibited there  
is a piece by the famous German artist rosemarie Trockel entitled “homage to Malevich.” Even our own 
collection currently contains only abstract art works at this time. This is a unique situation where there 
are no figurative paintings on display in the Beyeler Foundation rooms. 

What’s the purpose of combining these two exhibitions in one space for you? 
We’ve made an exhibition that sheds light on the 0.10 period. Thanks to the “Black Sun” exhibition, one 
can see how influential and important this art is to this day. The 0.10 exhibit shows just how visionary the 
artists of that time were, particularly Malevich and Tatlin, who had an effect on all twentieth century art. 
The 0.10 period was a time when russian artists did work that would guide European artists for decades. 

  
P

h
o

to
: r

O
b

er
t 

b
ay

er

  
P

h
o

to
: r

h
ei

n
is

Ch
es

 b
il

D
ar

Ch
iv

4
 |



№
22

H

52 53

Andrea Palladio, recognized by all art historians to be the most influential architect  
in the world, has a special significance for Russia. Palladianism defined not only much 
of Russian architecture, but also much in the Russian conscience and lifestyle as well. 
Palladio’s name was written for the first time in Russian in the title of a 1699 manuscript 
attributed to one of the Dolgorukov princes, a supporter of Peter the Great. The value  
of the manuscript is enormous — this is the first treatise on architecture in Russian. The 
name Palladio immediately signified Architecture with a capital “A”. 

The height of interest in Palladio’s creativity came during the reign of Catherine  
the Great 4 . Charles Cameron came to Russia in 1779 by invitation from the Empress, 
followed in 1780 by Giacomo Quarenghi. The superb Russian architect Nikolay Lvov also 
underwent his formation during Catherine’s reign. These three great architects, being faith-
ful to Palladianism, defined the neoclassicist style that prevailed in Russian architecture 
until the 1830s. Lvov’s words “Let there be Palladian taste in my country” was the slogan 
under which intensive construction was done, beginning during Catherine's reign all over 
Russia, and changing the face of the country. 

Palladian prototypes are easily visible in all kinds of buildings: churches, palaces, 
public buildings, private homes. The Villa La Rotonda can be called, without exag-
geration, the most significant architectural model for Russia of the neoclassicist age.  
No wonder the Villa La Rotonda served as a model for the St. Sophia Cathedral  
in Tsarskoye Selo, Catherine the Great’s utopian “Greek project,” as well as for imperial 
residences. A manor house with a frontispiece and portico reflecting in a shimmery water 
surface, so achingly-beautiful: this is a pure Palladian mark of the Russian Golden Age, 
the time of Pushkin. The fascination with Palladio in Russia diminished somewhat in the 
second half of the 19th century, but then broke out again around 1900 with renewed 
vigor. The interest on the part of Russian modernism in eighteenth century neo-classical 
and empire style merged with nostalgia for the manor estates of a bygone cultural 
period, thereby making Palladianism an integral part of the Silver Age. 

Soviet Palladianism is a special cultural phenomenon. I. Zholtovsky, I. Fomin, and  
A. Shchusev, who all started their careers before the revolution, created works during the 
Soviet period imbued with Palladio’s spirit. The laconic Palladian style was close to the 
avant-garde aesthetics of the revolution, and it had an enormous influence on Stalinist 
architecture, which arose from a complex alloy of neoclassicism and the avant-garde. 
Chronologically, works by A. Brodsky and T. Novikov, begun at the turn of the 21st century, 
complete the exhibition. 

The exhibition makes it possible to trace the 300-year history of Russian 
Palladianism for the first time, and includes a considerable number of unpublished  
and unknown materials from the collections of the best Russian museums and archives. 
That said, Palladio’s influence went far beyond architecture, thus the exhibition contains 
not only architectural drawings, designs, and buildings models, but also works by Lev-
itsky, Borovikovsky, Soroka, Borisov-Musatov, Sudeikin, Grabar, Benois, Dobuzhinsky, 
Kandinsky, Suetin and many others. Altogether, 22 different Russian museums, archives, 
and libraries took part in the exhibition, including the Hermitage, which provided about 
a quarter of all the exhibit items.

P a l l a d i o  i n  r U S S i a . 
f r o m  B a r o q U e  T o  m o d e r n i S m

V e n i c e – M o s c o w

the museo correr in Venice hosted an exhibition from 
September-November 2014 entitled “russia palladiana. 
Andrea palladio in russia dal barocco al modernism.”  
the exhibition highlighted Andrea palladio’s influence  
on russian culture. in russia, the exhibition was hosted 
by two moscow museums, the tsaritsyno museum-reserve 
and the Shchusev museum of Architecture, from April 
to July 2015, using the title “palladio in russia. 
from baroque to modernism”. Arkady ippolitov
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2 |  andrea Palladio 
Villa Rotonda in Vicenza

1 |  st. sophia Cathedral  
in Pushkin

3 |  andrea Palladio 
Villa Rotonda 
Plan
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The Hermitage contributed just a few items for this exhibition but many of them play a key 
role in representing the history of Chinese artworks in Russia. These items include painted 
silks wallpapers, porcelain, lacquerware, jewellery, cloisonné and painted enamels, carved 
ivory and silks. The exhibition in Tsaritsyno also represents chinnoiserie, as a reflection  
of a fashion “for everything oriental”, for imitations of Chinese art and a trend of collecting 
expensive authentic items from China. Exploration of eastern lands once gave rise to trade 
and export and later even a passion for the acquisition of expensive, exotic and “useful” 
items which were not yet to be found in Europe. Interest in Chinese art and development 
of the chinoiserie style (French for “Chinese-esque”) peaked around the last quarter  
of the seventeenth to eighteenth centuries.

Spices, ivory, shells, mother of pearl, sea pearls, gems, silk, porcelain, lacquer-
ware, silver, furniture and many more items were brought to Russia over land. Over the  
eighteenth century alongside the dominant European rococo, Chinese influences mani-
fested themselves almost in every area of Russian cultural life, namely, in architecture, 
interior design, landscape design, applied arts, philosophy and political philosophy,  
as well as literature.

In the nineteenth to early twentieth centuries, as the styles of eclectic Historicism 
and Art Nouveau developed, the Chinese theme had a strong presence in the culture of 
the two Russian capitals and spread in exhibitions, trade and fashion. “If you are going to 
a ball… don’t even think of coming without a bouquet and a Chinese fan, unless you want 
people to think you came from Kamchatka”, — advised fashion magazines (Severnaya 
Pchela. 1833. # 40). 

i m a g i n i n g  T h e  o r i e n T.
C h i n e S e  i n f l U e n C e S  o n  r U S S i a n  C U l T U r e  

i n  T h e  1 8 t h  —  e a r l y  2 0 t h  C e n T U r y

M o s c o w

An extensive exhibition under this title was launched  
on November, 25, in the tsaritsyno museum in moscow. 
the concept was suggested by the curators of the 
museum. the exhibits for this theme were collected 
from various museums: the State Historical museum, 
the State museum of oriental Art, the Kuskovo museum, 
Kunstkamera, peterhof, oranienbaum, tsarskoe Selo,  
and the Hermitage. maria menshikova

n o V e M B e r – a P r i l  2 0 1 6 

3 |

The use of Chinese motives and items was mostly suitable for the occasion but sometimes unex-
pected. One of the central pieces at the exhibition is a phelonion (a vestment worn over other clothes 
by an Orthodox priest) made of pieces of dark blue silk that dates back to the late sixteenth to early 
seventeenth century. A large dragon playing with a pearl in the clouds is embroidered on each piece with 
coloured silk and golden threads. Very bright and rather scary, they look somewhat odd on a liturgical 
vestment. Such fabrics could rarely be found in use outside China, since golden dragons were originally 
a symbol of the Emperor and wearing them was a subject to very strict regulations. They could only get 
to Europe as a gift from a ruler. For example, ten pieces of silk with embroidered dragons were brought 
from China by L. Izmailov’s mission in 1719–1721. Notably, the delegates remarked that the fabrics were 
decorated with “dragons of disgusting appearance”. Considering such a vision of Chinese dragons, we can 
only guess how they ended up on the phelonion of an Orthodox priest. It is known that Peter I organised 
dinners with carnivals. Perhaps, this garment was made for the prince of the All-Joking, All-Drunken Synod 
of Fools and Jesters, F.Y. Romodanovsky (1640–1717). Another detail that speaks in favour of this theory 
is that his coat of arms had a black dragon on a golden field.

Chinese porcelain was an expensive export product to Europe. In the eighteenth to nineteenth 
centuries, despite existing local production, Chinese items would often be copied at European factories. 
Thus, in the 19th century St. Petersburg many art works from the Far East would be given out from 
private collections in order to have them copied at the Imperial Porcelain Factory. The exhibition has two 
remarkable items: two similar carved vases with handles shaped as like butterflies and a greyish glazed 
surface. One of the vases was manufactured in Jingdezhen, China, around the 1720s and 1730s whereas 
the other one was made as its replica in St. Petersburg in the 1880s.

2
 |

3
 |

1
 |

1 |  Chasuble 
silk, embroidery: china. c. 1600–1650  
cut: russia. late 17th — early 18th century 
satin silk, silk Embroidery  
and couched gold Thread, linen lining 
146 x 200 cm 
The state hermitage museum

2 |  Vase with butterflies 
russia, st. Petersburg, 
imperial Porcelain Factory. 1883 
Porcelain, painted with white paint,  
glaze relief 
height 21.6 cm 
The state hermitage museum

3 |  Jar with two handles 
in the form of butterflies 
china, Jingdezhen. 1730s. 
Porcelain, relief, glaze 
height 21.6 cm 
The state hermitage museum
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f r o m  T h e  h e r m i T a g e  C o l l e C T i o n

r o s t o V- o n - d o n

i’ll patiently search 
for traces of cossack antiquity: 
in the dust of the village archive, 
in the mounds of ancient virgin land. 
the path of my excavations will end, 
when it is time, 
Going from the Volga to perekop, 
from the Azov to the Khopyor…

These lines from the poem “Dream” were written  
in 1939 by Nikolai Turoverov, a Don Cossack and poet, 
and gave the exhibition its name. The “Traces of Cossack 
Antiquity…” exhibition was curated by the State Hermitage 
for the State Museum of M.A. Sholokhov. It’s unlikely that 
Turoverov imagined that searching for “traces of Cossack 
antiquity” would be done first and foremost in Russia’s 
main art museum.

exhibition 
in the “sholokhov center”. 
rostov-on-don

Nina tarasova
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The exhibition in the Sholokhov Center, a new exhibition complex opened in 
Rostov-on-Don to commemorate the 110th anniversary since the birth of the Nobel 
Prize winner, consisted of 239 artifacts from the Hermitage. The paintings, drawings, 
sculptures, weapons and military ammunition, costumes and accessories, books, items 
made of precious metals and military and civic medals, were all related to the history 
of the Russian Cossacks. These works stress and highlight the unique, ambiguous and 
controversial role of the Cossacks in the fate of the Russian Empire. Being defenders 
of state borders, fearless warriors, explorers, adherents of the Christian faith and 
“Cossack freemen,” heroes of fine art and decorative arts, as well as of folkore 
and high literature, the Cossacks were the bulwark of the throne, but could prove  
to be the initiators of slaughterous turmoil. 

The “Cossack” exhibition from the Hermitage was an outstanding event in the cultural 
life of Rostov-on-Don and the southern regions of modern Russia, and had a wide public 
resonance. Visitors to the Sholokhov Center repeatedly noted the “elegance, beauty,  
and diversity of the Hermitage exhibit items” and the “historical and educational value  
of the exhibition.”
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“HerMitaGe-MosCoW”

Mikhail Piotrovsky:

Dimitri ozerkov:

“Moscow already has a dynamic system of museums working with contemporary art, 
but it is obvious that this system needs us as well. It lacks a museum institution with  
a particular position and view on contemporary art  within the context of the entire 
history of art…”

the “Hermitage-moscow” museum centre 

will be A Key feature of the future 

“Zilart” cultural cluster Located  

on part of the territory of the Zil plant.

the presentation 
of the architectural project 
"Hermitage-Moscow"
moscow. october 2015

dimitri ozerkov, head of the contemporary 
art department at the state hermitage museum 
and of the hermitage 20/21 project, presented 
the contents of the future museum. “we will focus 
on the artists and works of art that had never 
been shown in moscow before. The hermitage 
moscow building will give us the possibility  
to exhibit highly varied kinds of art, different 
forms and approaches”. This will include works 
of art from major hermitage exhibitions in saint 
Petersburg, from the permanent collection  
of the museum (for example, the shchukin and 
morozov impressionists and post-impressionists 
collection) to various events as part of the her-
mitage 20/21 project, as well as objects from the 
hermitage storage. 

The hermitage has already simulated such 
an experience: for example, at the brothers chap-
man exhibition there were medieval torture in-
struments displayed alongside Francisco goya’s 
drawings; old and new were juxtaposed and in-
teracting with each other at manifesta and at the 
venice biennale. 

There will be a special space in the museum 
dedicated to works by contemporary saint Pe-
tersburg artists. dimitri ozerkov says that saint 
Petersburg, in contrast to moscow, a free city, is 
quite a puritanical one, and this will also influ-
ence the museum’s conception: “we will show 
here what we cannot show in saint Petersburg”. 

The author of the hermitage moscow archi-
tectural project is the world famous american  

“It is the work with museum storage that sometimes brings unexpected revelations  
in the search for parallels between old and new art. Our approach to art is that all  
of it was contemporary at some point. We try to understand old art through  
contemporary art. Artists get inspiration from old creations, and these works start  
living a new life.”
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Hani rashid:

“This is a territory for experiments. I really hope there will be a sort of chemical  
reaction happening here, which will give an impulse to the cultural life of this space 
and inspire curators and artists for new projects.”

architect hani rashid. he says it is very important 
to preserve the unique twentieth century industrial 
site — the Zil plant. nonetheless the new build-
ing will be as modern and hi-tech as possible: its 
author defines this architectural trend as ‘hyper-
modernism’. 

rashid tried to combine in one project the 
experiences of russian idealism and american 
modernism in a sort of an “alchemical experi-
ment”. one of his inspirations was buckminster 
Fuller’s geodesic dome. The future architect saw 
the dome at an exhibition in montreal in 1967 and, 
while working on the hermitage moscow project, 
remembered the feeling of being driven towards 
the future and the lightness of the construction.

There is also significant influence from the 
russian avant-garde and constructivism herit-
age, especially El lissitzky’s work. “his powerful 

ideas opened the doors to the twentieth century”,  
believes rashid.

The new centre will have everything a mu-
seum needs to be fully operational: a depository, 
customs, restoration workshops and research 
laboratories. 

The interior is designed in such a way that 
every floor will have its own ideas and concepts. 
The ground floor will be a continuation of the city 
within the museum walls; a place for meeting, with 
cafés, bookstores, installations and sculptures. 
There will be no ticket required to enter this area. 
The first floor will host an educational centre and  
a library. on the upper floors there will be dif-
ferent galleries, from small halls to an enormous 
open space (fifty meters long and ten meters 
high), and the rooftop will form a recreational 
space with a sculpture garden and restaurants. 

Fragments from the architectural project "Hermitage-Moscow"
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we’re Awaiting the opening of our New Exhibition center  
with A Sense of Joy And Anticipation, Like A child who Sees  

A Gift wrapped in A Large box with His Name on it. 
You Don’t Know what’S inside, but You Know for Sure 

that it’S Something Good. 
Another thing is clear too: A New Hero is Entering the moscow 

museum ring. the Degree of tension is rising in the city’S 
museum competition, undetectable to the Eye of the uninitiated.

“HerMitaGe-MosCoW”.  tHe VieW FroM MosCoW

The hermitage brand is comparable even to the Kremlin museum brand 
in the mass consciousness of the hermitage’s potential audience. This is  
a product of muscovites’ enthusiastic attitude for the greatness of the hermit-
age collections, and the effect of the unexpected transfer of an important 
chunk of sacred Petersburg space from the banks of the neva river to the 
original capital. The hermitage can perhaps chip away a significant share 
of the moscow museum-going audience if it implements a properly struc-
tured repertoire policy. 

moscow loves to be impressed. This huge city is yearning for new spec-
tacles with gladiatorial fights. The luxury of the super modern garage, with 
its great imported contemporary art projects by foreign-language curators, 
is nothing new for muscovites. The globalism of multimedia art museum’s 
photo exhibitions generally attracts a younger audience. but the hermitage 
is a phenomenon of a different rank. The hermitage is the universal symbol 
of cultural values to all social and age groups. what is moscow expect-
ing from the hermitage in moscow? universalism and pragmatic exhibi-
tion plans. graceful arrangements of old and new age art, past and mod-
ern, western and russian, asian and European, imperial and democratic.  
art that, because of reasons both objective and subjective, not a single 
other museum in moscow is able to provide. art that will allow us to see  
into the future. 

Hani rashid, the author 
of the architectural project, 
at the presentation 
in Moscow in october 2015.
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Tim Parchikov 
Times New Roman. Episode III: Moscow
2012 Catherine the Great 

and StaniSlaw auGuSt
hermitaGe – Poland
StrzeminSki



Catherine the Great and StaniSlaw auGuSt

The Hermitage exhibition was initially planned as an extensive  comparison of The polish and Russian art of The last Third
of The eighteenth century. This project could not To be Realized for  Reasons beyond our control. Still, portraits of catherine The Great 

and Stanislaw august are on display alongside Their contemporaries, whose Role in The History of both States was of importance. 
Here, works of Those artists active both  in poland and Russia are also exhibited.
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Sergei AndroSov the celebration of the 250 year anni-
versary of the hermitage stimulated new research 
into the museum and its early history, which, un-
fortunately, is rather poorly documented. Cath-
erine the Great’s activity is, no doubt, closely 
linked with the enlightenment ideas widespread in  
europe in the eighteenth century and to a degree 
shared by many educated people.

an enlightened  monarch was not only sup-
posed to be a connoisseur of arts and architecture 
but also he was expected to patronize talented 
painters, architects, men of letters and musicians 
and also collect works of art. Such traditions  
of assembling art collections that were passed 
down from generation to generation were pre-
served by the monarchs of italy and the kings  
of France and Spain. The rich collections accumu-
lated by Peter the Great were of very low demand 
at the time of Catherine the Great, who preferred 
to start anew. Yet it is not correct to compare  
the activity of the russian empress with the ac-
tivity of western european monarchs; rather the 
analogy should be sought in the countries of  
eastern europe. a comparison with Stanisław  
august Poniatowski is most instructive.

like Catherine the Great 4 , who came to pow-
er through a coup d’état, Stanisław august Ponia-
towski did not acquire the throne through birth-
right: he was elected king of Poland in 1764 under 
pressure from russian diplomats and backed,  
to a great extent, by military force. russian sup-
port was given not only out of political consid-
erations but because of personal relations too. 
when he was in St. Petersburg in 1755–1758, first  
as a private person and later as a diplomat, 
Stanisław Poniatowski had an affair with the 
Grand duchess ekaterina alexeevna, the future 
empress Catherine the Great. She has a brief 
mention of it in her notes, admitting, though, that 
the young Pole was among her close circle.

Stanisław august’s memories in this re-
spect are more explicit. he tells, in particular, 
that during one of his visits to the Grand duke’s 
residence in oranienbaum in 1758 he was de-
tained on the order of Grand duke Pyotr Fyodor-
ovich after “several hours spent with the Grand  
duchess”. “The Grand duke started asking me, 

in unambiguous language, if i had slept with 
his wife”. Stanisław Poniatowski writes that he 
denied everything and just managed to avoid 
arrest. Yet only several days later, the Grand 
duke not only regained his kind disposition to-
wards Stanisław but, judging from the memoirs, 
accepted Poniatowski’s role. “i used to come  
[to oranienbaum] at night, climbed the  secret 
stairs to the rooms of the Grand duchess, where 
the grand duke and his mistress (elizaveta  
Vorontzova) were already waiting. we had  
a meal together, after which the Grand duke 
withdrew with his lady, while i could stay with 
the Grand duchess as long as i wished.”   

Stanisław august dictated his memoirs in 
his later years when almost no witnesses of the 
events of forty years before remained. and yet, 
speaking about the situation described above 
he found it necessary to add, “however strange, 
or whatever nonsense it may seem, i insist that 
everything i have described is absolutely true”.  
Stanisław Poniatowski must have been truly  
in love with young ekaterina, his admiration is 
present in the description so valuable for pos-
terity. “She was twenty five when, recuperating 
after the birth of her first child, she bloomed  
in a way only a woman of natural beauty may 
dream of. dark-haired, deliciously white-skinned, 
with large blue salient eyes full of expression, 
with very long dark lashes, a petite pointed nose, 
a mouth that beckoned to be kissed and perfectly 
formed arms and shoulders. She was of medium 
height – on the tall rather than the small side, 
her gait, exceptionally light and at the same time 
noble; a pleasant quality of voice; her laughter 
as easy as her character allowing her to move 
with ease from merry, childish, carefree games  
to the ciphering table…”

it can be assumed that ekaterina alexeevna 
and Stanisław Poniatowski actually shared views 
on life, politics, society and art. Though younger 
than ekaterina alexeevna, Stanisław Poniatowski 
had travelled a lot, having visited london, Paris 
and Vienna before he came to russia. in europe 
he did not limit himself to sightseeing but he 
also met the high and mighty as well as scholars  
and artists. in short, he was a man tempered by  

unknown artist
according to the original by M. Shibanov
Portrait of Catherine II in a Travelling Dress 
russia. after 1787. oil on canvas
The State hermitage museum. inv. № ЭРЖ-2702 

Tapestry: A Portrait of Catherine II 
russia. 1782–1783
The author of the original: Fyodor rokotov
wool, silk and metal thread. 82 x 62 cm 
The State hermitage museum. inv. № ЭРТ-16192
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“The Crown alone held the exclusive prerogative to create a new 
man, a russian european, who would exercise in full his physical  
and spiritual powers <…>
The excessive weight of ritual in the court’s life blurred the boundary 
between the stage and the audience, all the more so considering that  
the candles were kept lit during the play. Besides, the popularity of ama-
teur performances among the aristocracy led to the fact that members 
of the audience and actors could, to a certain extent, exchange roles. 
The emotional repertoire of the audience formed and enriched along-
side their acquisition of social skills, all these processes passed under  
the vigilant eye of the monarch.  <…>
The presence of the empress in person was the focus of the whole 
performance. at the same time she acted as a spectator, a stage di-
rector, and a character of a performance, playing her roles with skill  
and confidence. There were two boxes 
for the empress in the auditorium of the 
winter Palace opera hall: one at the back 
just opposite the stage, to affirm her status 
and provide her with a perfect viewpoint. 
The other was in the immediate proximity 
to the stage, and expressed her intimate 
relation to what was going on; moreover, 
it let the members of the audience observe 
the empress’ reaction to various elements 
of the performance and to revise and tune 
their own emotions accordingly. If theatre 
was becoming a symbolic projection of the 
court, court life itself also reflected the aes-
thetics of a theatre performance.”

an extract from andrei Zorin’s 
lecture “drama in the Period 

of Catherine the Great Viewed 
in an historical and Cultural Context”, 

delivered at St. Petersburg 
State University 

in the summer of 2015

“aS Soon aS political absolutism weak-
ens and the craving for individual freedom 
grows in the transitory period between  
Baroque and rococo, embryology dis-
covers spermatozoa, viewed as the in-
dependent vita propria of living beings 
(animalculists, antonie Philips van leeu-
wenhoek, nicolaas hartsoeker, and oth-
ers.) with the growth of the social role 
of women (there were some who called 
the eighteenth century. “the century  
of women”) ovists appeared (a. Vallisnieri, 
Bourget). and “Buffon went so far in his 
acceptance of the equality of sexes that 
he presumably discovered female sperma-

tozoa” The strife between preformationism and epigenesis, between 
vitalism and mechanicism went against the specific political, aesthetic, 
philosophic and cultural background. each stage in the development  
of science is shaped by the whole range of factors and cultural events 
of a particular epoch.”

From the discussion between ludwik Fleck and Tadeusc Bilikevich 
(l. Fleck “The Genesis and development of a Scientific Fact”)

experience and knowledge of life. Feodor 
Golovkin, who knew the empress very well, re-
marked that Stanisław Poniatowski, “the most 
immaculate man in europe in terms of his good 
manners, his gentle politeness of speech” had  
so favourably influenced the future monarch.

The fate of the two people, ekaterina (Cath-
erine) and Stanisław followed two different cours-
es. The rule of Catherine the Great made russia  
a more powerful european state enlarging  
its territory through bloodshed and war. one  
of the newly acquired territories was part of  
Poland, which had lost its sovereignty after 
Stanisław Poniatowski was forced to abdicate. 
Present-day scholars share the opinion that hav-
ing led the country into a state of severe inner 
conflict and fragmentation he had practically no 
means of pulling it out of its deep crisis. at the 
same time, Stanisław Poniatowski’s achievements 
as an enlightened monarch, patron of arts and art 
collector are undisputed. during his reign, prac-
tically from scratch, he started collecting paint-
ings, sculptures, precious stones, coins and med-
als. deprived of Catherine the Great’s financial 
wealth, he, nevertheless, accumulated several ar-
tistic collections in warsaw. By 1795 the catalogue  
of the royal picture gallery included almost two 
and a half thousand works — the number is only 
slightly smaller than that of the hermitage pic-
ture gallery. The sculpture collection of Stanisław 

Poniatowski comprised 176 marble sculptures 
and 542 plaster casts of famous ancient and mod-
ern sculptures; there were also figurines made  
of local stone and decorative vases.

unfortunately, already in his lifetime 
Stanisław Poniatowski’s collections began to dis-
solve. in 1797 he arrived in St. Petersburg on the 
invitation of Paul i bringing about forty pictures 
with himself. They were initially kept in the mar-
ble Palace, which was to become the final retreat 
for Stanisław august. Some of the pictures were 
presented by him to some friends and people 
he was dependent on (such as a. Bezborodko). 
after his unexpected death on February 1st, 1798 
the pictures from the king’s collection were sold 
at an auction held from the 19th to 26th of octo-
ber. The works left in warsaw were later sold and 
changed hands often; some were eventually lost 
in the wars that rocked warsaw more than once. 
nevertheless part of Stanisław Poniatowski’s pic-
ture gallery is still to be found in several collec-
tions in warsaw, such as the royal Castle, the 
muzeum Łazienki królewskie and the national 
museum.

There is no doubt that some of the works 
from the hermitage exhibition are worthy of  
an individual account, more detailed than the Cat-
alogue entries. each of the pieces gives testimony 
to the artistic and cultural links between Poland 
and russia in the late eighteenth century.

digitalis purpurea.
in 1775, english physician william wisering 
discovered the healing properties of digitalis 
for heart disease. in russia it was imported 
mainly from Germany until 1914.
Botanical illustration from the book «köhler’s medizinal-Pflanzen», 
1887

PIerre CorneIlle reached the pinnacle of his fame during the  
enlightenment and the French revolution. In russia his tragedies were 
translated and staged from the eighteenth century onwards and became 
quite popular at the time of Catherine the Great.

A great princess so strangely to forget
Herself, and love a simple knight as yet!
What will the king, what will Castile say?
do you forget the role that you must play?
i n f a n t a :  So little that my blood would drench the earth
Before i’d stoop thus to betray my birth.
<…>
i labour to lose him, lose him with regret …
i feel my very soul is split in two.
though my strength is great, my love is too.

Pierre Corneille, le Cid (1636)

“In The eIGhTeenTh CenTUry IT waS ConSIdered that sex stimulated 
thought, it was a form of intellectual improvisation and was linked to the 
science du concret. I also think that for people of the eighteenth century 
sex served as a tool of thought and that with its help human thinking 
ability was improved. erotic episodes in novels stimulated readers to think 
about the nature of pleasure, about power and many other things, includ-
ing the relationship between man and woman, naturally. when darnton 
was collecting material on orders for forbidden books, he discovered that 
the top position in the bestseller list belonged to Thérèse Philosophe,  
a novel ascribed to Jean-Baptiste de Boyer, Marquis d'argens. It contains 
a lot of explicit pornography, but next to describing intimate love scenes 
the author strays into philosophy. regaining their physical strength for 
the next portion of sexual pleasure, the lovers plunge into meditations 
on ethical responsibilities, on the existence of God and other metaphysi-

cal issues discussed in the philosophical 
treatises of the time.”

history, anthropology and Journalism. 
an interview with robert darnton, 
author of “The Great Cat Massacre 

and other episodes 
in French Cultural history”, 1984

Baroque Man

René Descartes argued that the unity of the world lies in man’s reason; his principal philosophic statement 
“I think, therefore I am” (“Cogito ergo sum”) became the motto of his epoch. Thomas hobbs determined that all things 
in existence including the human soul are material. Benedict Spinoza wrote about rational understanding as the source 
of concordance between spiritual and material worlds. Michel de Montaigne called life a receptacle of the good 
and the evil. The ideological foundations of Baroque were formed as a result of the upheavals caused by the theories 
of the Polish scientist Nicolaus Copernicus. according to Blaise Pascal, the Baroque man became aware that he is 
“a midpoint between nothing and everything”.

decorative Figurines
Porcelain overglaze painting, gilding
meissen Porcelain manufactory. 1735–1760
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The State russian museum has lent to the exhibition a marble bust of Catherine the Great when she was quite young.  
She is looking straight ahead, her head is slightly inclined to her right shoulder with a lock of hair falling onto it. She is wearing  
a plumed helmet adorned with a laurel wreath; the armor on her breast is decorated with a mascaron in the form of medusa the 
Gorgon and a cloak with the ribbon of the order of St. andrew the First Called thrown over the armor. The bust was evidently 
carved by a highly skilled professional sculptor who excelled at creating details like the helmet, but was not so exacting in ren-
dering the facial features of the empress. it is not improbable that the sculptor did not work from life, but rather followed some 
standard likeness.

The clue to understanding the bust lies in the inscription in Polish cut out on the right side, “Drogi upominek ‘od moiey 
dobrodzieyki’: 1765” (a precious gift from my benefactress). The inscription not only gives us the date of the piece, depicting  
the empress when she was young, but also enables us to trace the work’s history.

according to elena karpova, who has undertaken a thorough investigation of the work, the inscription  enables us to con-
clude that the bust may have been given by Catherine the Great to Stanisław august (perhaps in 1765, or even earlier), after which 
he had the inscription carved in Polish. a logical assumption would be that Catherine the Great had become “the benefactress” 
for Stanisław august after his election to the Polish throne in 1764. in such a case we are dealing here with the earliest sculptural 
image of Catherine the Great, which makes the bust truly unique.

after a serious study of literature and archives the researcher offers the following reconstruction of the later history  
of the bust portrait. There is a possibility that it was placed in the audience hall of the royal Castle in warsaw together with  
the busts of elizabeth of england, henri iV of France and John iii Sobieski (Jan III Sobieski.) when, as late as 1819 there was a sale 
of the Castle’s collection, the portrait of Catherine the Great was purchased by Pavel Svinin, a well-known man of letters, collec-
tor and owner of the ”russian museum”. in 1823 he sold to the russian academy “a bust of white marble presenting the image  
of the empress Catherine the Great as minerva” for fifteen hundred roubles. later the bust became the property of the academy  
of Sciences, in 1905 it was shown at the famous exhibition in the tauride Palace. But it was not until 1993, when the bust was  
handed over to the russian museum, that its fascinating history was revealed.

at the same time, there are still questions concerning the bust. it may be supposed that its transportation from russia to Po-
land was connected with some event, such as the election of Stanisław Poniatowski king. The parcel must have been accompanied  
by a cover letter, which was expected to be answered by the Polish king. The memoirs of Stanisław august contain some letters from 
Catherine the Great. Seemingly, he should have included the letter about her gift. Yet there is no trace of such correspondence.

The main question about the authorship of the bust remains unanswered. in 1764 to 1765 russia possessed no profes-
sional sculptors of its own, Fedot Shubin, the famous portraitist, being still a student in the academy of arts. true, the French 
master nicolas-François Gillet arrived in russia in 1758 and had since lived in St. Petersburg and been professor of sculpture  
in the academy of arts; but his works are very different to the style of the bust from the russian museum.

it should be also noted that russia at the time was not in possession of its own high quality marble (“statuary marble”)  
and had to import it. we still cherish the hope of finding documents disclosing the history of the bust in full detail.

Unknown sculptor
the State russian Museum

Portrait of Catherine II as Minerva
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acquired in 1924 by the The State Pushkin museum of Fine arts from the private collection of lev zubalov, the picture must 
have been originally part of the artistic collection of king Stanisław august. The museum inventory contains an entry which is, 
probably, the translation of the Polish inscription on the back of the painting and tells the story behind Bacciarelli’s subject 
matter — a story connected with the attempted kidnapping of Stanisław august on november 1, 1771.

That evening, the king’s carriage driving in the centre of warsaw was attacked by an armed squad under the command 
of a certain kuzma, who was backed by armed opposition, the so called Bar Confederation, which was against the policy 
and reforms of Stanisław august. The royal guard, who were small in number, could not offer resistance to the attackers.  
The wounded king was disarmed, robbed and taken out of warsaw. Stanisław august recollected later how he managed  
to engage kuzma in a conversation and persuaded him first that he would get more money for a live king instead of a 
dead one and that the king could pay him much more than the conspirators. Besides, the carriage, which was to be waiting  
for the captured king in the appointed place, was not there. So, as a result kuzma sent away all his accomplices and remained 
alone with Stanisław august, who effectively went on with his persuasions. late at night kuzma and the wounded king came 
across a mill and begged the miller to let them stay overnight. after some hesitation the miller agreed. having written a note 
detailing his whereabouts the king fell sound asleep, while the converted kuzma watched over him. an hour later colonel ernest 
Coccei (kokkei) arrived with a small detachment and at about five in the morning Stanisław august was bought to the royal 
Castle. kuzma was later granted an allowance that enabled him to live comfortably in italy. 

Thus, the picture shows an audience which Stanisław august gave to the miller, whose name is not mentioned in the  
memoirs, and his wife in the royal Castle. in the centre is the figure of the king reclining on the sofa; his right arm is stretched 
out to the genuflected miller to receive his kiss. The miller’s wife, wearing a shawl and a fur cloak, stands behind her husband. 
nearly all the people in the picture can be identified; to the left of the miller’s wife, wearing a brown camisole stands Jan 
Boeckler (Beckler), the king’s private physician, who had been with him for many years and accompanied him to St. Petersburg  
at the end of his life. in the right foreground Prince kazimierz Poniatowski, the king’s elder brother and  the arch  chamber-
lain of his court is drawn in profile. next to him we see, all in black, kajetan Ghigiotti, Stanisław august’s italian secretary.  
in the picture its author, the court painter marcello Bacciarelli, also makes an appearance. he is the third on the left peep-
ing out modestly from between two important persons. The scene is set in one of the rooms of the royal Castle decorated by  
the oval portrait of Catherine the Great as goddess minerva.

The picture from the moscow museum would appear to be the author’s replica of another picture by marcello Bacciarelli, 
of a bigger size, dated 1771, which perished in wwii. a number of reproductions are known to exist, one of which is by Friedrich 
lormann, signed and dated 1788 (national museum, warsaw, on loan to the royal Castle).

Marcello Bacciarelli
the State Pushkin Museum of Fine arts, Moscow

King Stanisław august Giving an audience 
to a Miller and his Wife
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The hermitage collection includes a small oval portrait depicting an elderly lady in a bonnet sitting in an armchair near  
a table on which a book with the inscription:  “Connoissa… de… hommes” lies. She holds an open book in her left hand;  
a bust of a young man is to the left of her.

The portrait is far from a masterpiece, it lacks emotion and is, presumably, a copy from a lost original. The name  
of the master remains unknown but due to a pastille portrait from the national museum, krakow which can be traced to the 
same prototype, the sitter is marie Thérèse Geoffrin, nee rodet (1699–1777), who hosted a famous Parisian salon. She received 
the luminaries of the time including notable artists and philosophers; Voltaire, montesquieu and Grimm among others.

 according to her contemporaries, a traveller in Paris who had not been introduced to madam Geoffrin’s salon had  
not actually been to the capital of France. Such popularity is even more surprising because madam Geoffrin did not come from 
a rich aristocratic family — her husband owned a mirror factory and died relatively young.

Stanisław august made the acquaintance of the hostess of the salon as early as 1753 during his first visit to Paris.  
They became friends, to which their numerous letters bear evidence. The correspondence was not formal, instead it was full 
of spontaneity and emotion, so that the letters could be read as belle letters. it may be considered very unusual that Stanisław 
august called madam Geoffrin “ma chere maman” (my dear mother), while she addressed him “mon cher fils” (my dear son). 
in 1766 madam Geoffrin even visited warsaw, where Stanisław august demonstrated the utmost respect to her.

Yet, it is with light humour that Stanisław august wrote about madam Geoffrin, “For forty years this amazing woman has 
enjoyed the benevolence of all those who were prominent for their merits, talent and beauty in Paris. For this she should thank 
her wit and favours which she loved to do most heartily, — and was able to do most artfully — as well as a lot of truly noble 
things she has done… at seventy years of age she walks, writes and corrects her friends, grumbles at them, even domineers 
them — with the energy of forty years ago”.

in 1765 Stanisław august authorized madam Geoffrin to commission the prominent French painters — Charles-andré  
van loo (Carle Van loo), François Boucher and Joseph-marie Vien — to paint four monumental pictures from ancient history. 
The king himself participated in conceiving the theme for the pictures, which were to glorify competition, justice, concordance 
and magnanimity. two painters had to be eventually substituted as Boucher denied the offer, and van loo died. The pictures 
commissioned through madam Geoffrin can still be seen in the royal Castle, warsaw. They are “augustus in front of the Statue 
of alexander the Great” and “The Continence of Scipio” by Joseph-marie Vien, “Scythian tsar Sylarius with Sons” by noel hallé 
and “Julius Caesar refuses to look at Pompey’s head” by louis Jean François lagrenée.

Catherine the Great was in correspondence with madam Geoffrin as well; some of Catherine’s letters have survived,  
while all the French replies have been lost. in 1771 Catherine the Great bought two big pictures painted by Carle Van loo in 1754: 
“The Spanish Concert” and “The Spanish reading” from madam Geoffrin.

The portrait of madam Geoffrin found its way to the hermitage collection in 1933, its provenance unknown. at the same 
time, Stanisław august’s collection inventory contains under the number 1478 a portrait of his “mother” presumably signed  
by Jean-François Gilles Colson. no trace of the signature can be found on the hermitage canvas but the faded numbers coincide 
with the number of Stanisław august’s collection inventory. it would be logical therefore, to assume that we are dealing with  
this very portrait. to confirm this assumption, the picture shows, to the left of madam Geoffrin’s image, a bronze bust resem-
bling the portrait of the Polish king.

Unknown French (?) painter, mid-18th c.
the State hermitage, St. Petersburg

Portrait of Marie Thérèse Geoffrin
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in the State museum of the history of religion in St. Petersburg resides a small altar decorated with a gilt-bronze relief 
carrying the coat-of-arms of the rzeczpospolita (The Polish-lithuanian Commonwealth) and the Poniatowski family. its seem-
ingly mysterious history has been clarified of late as a result of the investigations by raisa rashkova and her Polish colleagues 
a. Saratovicz-dudinskaya and d. Shevchik-Prokurat (their joint paper in print).

The impressive gilt-bronze bas-relief depicting The Beheading of St. John the Baptist shows, on the left, the executioner, 
who stands with his right foot on the beheaded body of the saint, while in his left arm he holds the head on a tray, which he is 
handing to Salome. in the background the figure of a maid can be seen.

it has been proven that the relief is a reproduction of a composition from San Giovanni decollato church in Valetta  
on the island of malta and was created in rome, commissioned by Gregorio Carafa, the Grand master of the order of St. John 
in 1688–89 (now kept in the church museum). The pattern for bronze moulding was drawn by the famous roman artist Ciro 
Ferri, while the casting, chiselling and gilding probably were done by urbano Bartalesi. The hermitage relief must have been 
produced at the same time. For a hundred years it was in rome, until 1772 when Giuseppe Garampi, an enlightened priest was 
appointed papal nuncio to warsaw and brought the relief as a gift to Stanisław august. it may be reasonably supposed that  
the whole altar was created from a drawing by Ciro Ferri in the 1680s as there is a distinct stylistic affinity to a reliquary from 
the same church which was created from a drawing by this master.

it is possible that the Polish coats-of-arms were also added in rome, just before the altar was sent to warsaw, as they 
contain heraldic errors. in 1777 the altar with The Beheading of St. John the Baptist relief was placed in the new chapel of the 
royal Castle in warsaw.

how did the altar make its way to russia? its appearance is connected with the life and death of Joanna Grudzińska,  
a Polish noble, who on may 24, 1820 became the wife of Grand duke Constantine Pavlovich of russia, the viceroy of the king-
dom of Poland. after the marriage Joanna was styled Princess of Lovich. Contemporaries wrote about her with great warmth 
and thought that she had a benevolent effect on the harsh temper of her husband.

The Polish uprising at the end of 1830 forced Constantine and his spouse to flee from warsaw; on the way to St. Peters-
burg the Grand duke died in Vitebsk on June 15, 1831. Joanna lovich was at his death bed and delivered the body to the capital. 
here she lived in Gatchina and tsarskoye Selo respected by the royal family. She was seriously ill and died in tsarskoye Selo 
on november 17, 1831 at the age of 35. She was buried there in the church of St. John the Baptist.

not long before her death the Princess of lovich addressed the emperor nicholas i asking to “bring to tsarskoye Selo, 
to the roman Catholic church” the altar from the royal Castle in warsaw in front of which she had been wed; the same clause 
was included in her will. nicholas i ordered her last wish to be granted. The altar from the royal Castle, with the “bronze image 
of The Beheading of St. John the Baptist” packed in three crates, was transported to tsarskoye Selo in april 1833. one hundred 
years later the roman Catholic church in tsarskoye Selo was closed and the altar was moved to the museum of the history  
of religion and atheism, by which time its history was totally forgotten. 

it should be added that when the church was closed the remains of the Princess of lovich were no longer in tsarskoye 
Selo; in 1929 they were exhumed by her sister’s descendants and reburied in the family grave of Chojnowski in rawicz.

Ciro Ferri and Urbano Bartalesi 
State Museum of the history of religion, St. Petersburg
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This monumental marble group is not exhibited in the nikolayevsky hall because of its size (235 cm high) and consid-
erable weight. it has been left in its permanent place in the Gallery of the history of ancient painting in the new hermitage.  
Yet, there is no doubt that it also comes from the art collection of Stanisław august and has a remarkable history. The subject 
matter is taken from ovid's narrative poem Metamorphoses, in which Pygmalion, a sculptor, falls in love with the marble statue 
he has carved. answering his pleas Venus, the goddess of love, gives life to Galatea. in Pietro Stagi’s presentation a naked girl 
stands on a small pedestal slightly leaning forward as if addressing Pygmalion, who has thrown himself on his knees in front 
of her, his hands clasped. a Cupid is kissing Galatea’s right hand.

The sculpture lacks the author’s signature, but written records indicate that it was carved by the sculptor, Pietro Ceccardo 
Stagi (1754–1814), who lived and worked in italian Carrara, notable for its marble quarries. People of Carrara knew how to 
carve stone from childhood and many became professional sculptors. at the same time they preferred to follow well-known 
works, copying famous statues, both ancient and modern. in our case, Pietro Stagi acted in the same way, only copying the work  
of his contemporary rather that an ancient example. in 1763 Étienne maurice Falconet (1716–1791), the future author of the 
Bronze horseman, created a sculptural composition based on the subject of Pygmalion and Galatea. This small sculptural 
group, now in the louvre, was replicated in porcelain (produced at the Sèvres manufacture). it was this porcelain figurine that 
had inspired Pietro Stagi. true, the work of the Carrara sculptor lacks the elegance and delicacy of Falconet’s creation, still his  
work may be praised for its professionalism and mastery in handling marble.

it is not known when exactly Pietro Stagi was commissioned by Stanisław august to make two large-scale marble sculp-
tures. The other one, “Prometheus and the man he Created”, copied the porcelain figurine which was produced after the model  
of louis-Simon Boizot (1743–1809) (it is now stored in the hermitage). The choice of the sculpture may have been influenced  
by the fact that Gioachino Stagi, Pietro’s brother, worked in Poland and was personally known to Stanisław august. Both sculp-
tures must have been completed by the end of 1792 as already on February 6, 1793 the king ordered the sculptor to be paid and 
the two statues to be packed and transported  from Carrara to livorno, a port with regular maritime links to many countries. 
due to the size and weight of the figures their delivery to Poland took a very long time.

in the letter of august 8, 1795 marcello Bacciarelli, the court painter and artistic adviser to the king, wrote to his patron, 
“as i already informed Your highness in my last letter, the two groups by Stagi have arrived in good shape. They seem to me 
good work. Galatea has a wonderful body, her face is quite beautiful and full of tenderness, the head of Pygmalion is also rather 
expressive… i can’t judge for sure, though, as i have only seen them inside the crates…”

at that time the thoughts of Stanisław august must have been far from art — his kingdom had practically ceased to exist.  
a year had passed before Bacciarelli got a secret decree to ship both statues to St. Petersburg. Perhaps it had something to 
do with the idea of Catherine the Great to move  Poniatowski to the russian capital. and indeed both works were delivered  
to St. Petersburg the following year, when the king came there too. Soon after his arrival he presented both compositions  
to Paul i, who “ordered to have them installed as soon as possible so that the Polish king could already see them in place  
at the first ball in St. George's hall …” later the statues were moved from site to site: from the winter Palace to the tauride  
Palace and back again. The fact that they were created by one author, who may have viewed them as a twin group was not  
taken into consideration. as a result they are now in the same museum but on different floors.

Pietro Stagi
the State hermitage, St. Petersburg

Pygmalion and Galatea
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Rembrandt and his School 
3 exhibits
national Museum, warsaw
March, 15 — april, 30, 1956

1964
Bernardo Bellotto, 
also called Canaletto 
8 exhibits
national Museum, warsaw 
September – november, 1964
Preceded by: dresden; 
followed by: Vienna

1965
[Archaeological exhibition]
31 exhibits
national Museum of archaeology, 
warsaw
June – august, 1965 

1967
USSR Insignias, 
Decorations and Medals
177 exhibits
Museum of Medalliс art, wroclaw
november 1967 — 1968

1970
Dagestan Applied Art
534 exhibits 
(85 exhibits from the 
State hermitage collection)
Museum of archaeology, warsaw
Museum of archaeology, Krakow
Museum of archaeology, wroclaw
october 1970 — 1971 
Followed by: 
Prague, Pisek, Bratislava (ČSSr)

1972
Western European 
1550s – 1650s Landscape 
(from the collections of Gdr, 
hungarian People’s republic, 
Polish People’s republic, 
ČSSr museums and 
the State hermitage Museum)
10 exhibits
national Museum, warsaw 
March, 15 — april, 15, 1972
Followed by: Prague, Budapest

1973
17th – 20th 
Century French paintings 
(from the State hermitage 
collections)
25 exhibits
national Museum, warsaw 
June, 15 — august, 1, 1973

1973 * 

Copernicus: 
Science, Truth, and Progress
13 exhibits
Children's Creative art Centre 
and Gallery, Toruń 
September, 5 — november, 8, 1973

1975
Western European 
and Oriental 
15th – 18th Century 
armour from the State hermitage 
collections
151 exhibits
The historical Museum, wroclaw
March, 19 — april, 30, 1975; 
Malbork Castle
May — September, 9, 1975;
Polish army Museum, warsaw
September, 22 — 
november, 3, 1975

1976
Treasures of Scythian Art 
(Treasures 
of Scythian Barrows)
162 exhibits
national Museum, warsaw 
august, 4 — September, 12, 1976
Preceded by: Sofia
Followed by: Prague, Belgrade 

1978
Central Asia 
and the Caucasus 
18th – 19th Century 
armour from the State hermitage 
collections
240 exhibits 
The historical Museum, wroclaw
March — May, 13, 1978; 
Malbork Castle
May — July, 20, 1978;
Polish army Museum, warsaw
July — november, 5, 1978

1981
Western European 
12th – 19th Century Ivory 
Carving from the State hermitage 
collections
146 exhibits
national Museum, warsaw 
June, 15 — July, 19, 1981

1984
Rembrandt and His School
32 exhibits
national Museum, warsaw
october, 10 — november, 14, 1984

1989
The Etruscan World. 
Archaeological Objects 
from Socialist Countries 
Museums Collection
190 exhibits 
from the State hermitage 
collections
national Museum, warsaw
october 1989
Preceded by: 
Berlin, Prague, Budapest

1990
Russian 
16th – 19th Century 
Armour
123 exhibits
Malbork Castle
June, 1 — december, 18, 1990

1991
European Ceremonial 
17th – 19th Century 
Weaponry 
110 exhibits
Malbork Castle
June, 15 — october, 15, 1991

1994
Western European 
Applied Arts 
from the Middle Ages
90 exhibits
Malbork Castle
July, 15 — november, 11, 1994

1996
Watercolors 
by Zygmunt Vogel  
17 exhibits
lazienki Palace, warsaw
october, 14 — december, 20, 
1996

1997 * 

The Golden Gate 
of Poland. Gdansk 
1000th Anniversary
7 exhibits
national Museum, Gdansk
May, 2 — august, 31, 1997

2000
“Descent from the Cross”, 
the Masterpiece 
by Peter Paul Rubens, 
from the State hermitage 
collection (Passion of the Christ)
3 exhibits
national Museum, warsaw 
april, 7 — May, 28, 2000

1956
Fine Arts Objects 
from Polish Museums
410 exhibits
July, 22 — august, 31, 1956

1960
Works by Jan Matejko
120 exhibits
January, 12 — February, 8, 1960

1966
Contemporary Polish Posters
June, 22 — august, 22, 1966

1967
Works by the Sculptor 
F. Strynkiewicz 
and the Artist 
K. Szramkiewicz
53 exhibits
december, 18, 1967 — 
april, 25, 1968

1968 * 

International Graphic Arts 
Exhibition “Intergrafika-67”
958 exhibits 
(26 works by Polish artists) 
august, 24 — September, 15, 1968

1968
Modern Polish Tapestry 
and Decorative Textiles
46 exhibits
november, 19, 1968 — 
January, 6, 1969

1968 * 

International Revolutionary 
Posters Exhibition
481 exhibits
december, 29, 1968 — 
January, 29, 1969

1970
The Image of Vladimir Lenin 
in Modern Polish Art
89 exhibits
august, 4 — September, 24, 1970

1972
Modern Polish 
Graphic Arts
94 exhibits
october, 24 — 
november, 26, 1972

1972
Western European 
1550s – 1650s 
Landscape 
from the collections of Gdr, 
hungarian People’s republic, 
Polish People’s republic, 
ČSSr and USSr 
(the State hermitage) museums 
122 exhibits
october, 24 — 
november, 26, 1972

1973
Western European 
17th – 18th Century 
Paintings 
from the national Museum, 
warsaw
26 exhibits
June, 20 — october, 1, 1973

1975
Engravings and Drawings 
by Tadeusz Kulisiewicz
163 exhibits
July, 23 — September, 7, 1975

1976
Polish 
17th – 18th Century 
Portrait
80 exhibits
december, 3, 1976 — 
January, 2, 1977

1977
Xawery Dunikowski. 
Paintings, Sculpture, 
Drawings
118 exhibits
april, 20 — May, 10, 1977

1978
Polish Medallic Art 
562 exhibits
September, 21, 1978 — 
october, 22, 1978

1978
Amber in Works 
by Old and Contemporary 
Masters 
(from the Malbork Castle collection)
137 exhibits
april — october, 30, 1978

1979
Polish 16th – 20th Century 
Realistic Art. 
Traditions and Modernity
115 exhibits
May, 22 — June, 24, 1979

1981
Polish 13th – Early 20th 
Century Silver 
(from the warsaw national 
Museum collection)
120 exhibits
May, 7 — June, 21, 1981

1990 * 

The Etruscan World. 
Archaeological Objects 
from Eastern Europe
862 exhibits 
(26 exhibits from Polish museums 
(The national Museum, warsaw; 
The national Museum, 
Goluchow Castle, Poznan))
June, 4 — July, 23, 1990

2003
Passion. 
Krzysztof Penderecki’s 
Musical Sketches
12 exhibits
June, 19 — July, 27, 2003

*      
after V. Matveev’s book, 
“The worldwide hermitage or Planet hermitage”, 2012

2002
101 Masterpieces 
by Old Masters. 
14th – 17th Century 
Armour and Tapestry 
from the State hermitage 
collection
101 exhibits
Malbork Castle
May, 25 — october, 27, 2002

2004 * 

Sport in Ancient Greece
25 exhibits
national Museum, warsaw
May, 15 — July, 30, 2004

2004
Renaissance Castle. 
Tapestry and Other 
15th – 16th Century 
Applied Arts 
from the State hermitage 
collection
55 exhibits
Malbork Castle
May, 28 — october, 31, 2004

2005 * 

300th Anniversary 
of the Order 
of the White Eagle
33 exhibits
The royal Castle, warsaw
november, 1, 2005 — 
February, 28, 2006

2006 * 
Baltic Amber 
from the State hermitage 
collection 
227 exhibits
The historical Museum, Gdansk
June, 28, 2006 — 
January, 17, 2007

2006 * 
Silver Light. 
16th – 19th Century 
Silver 
artwork from the historical 
Polish-lithuanian Territory 
and Modern Poland, from 
the major russian museums 
collections: the State hermitage, 
the Moscow Kremlin Museums, 
the State historical Museum
62 exhibits
The royal Castle, warsaw 
September, 11 — 
november, 26, 2006

herMitaGe – POland * national Museum in Warsaw
  Photo: niColAS groSpierre
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pAulinA KurC-mAj

Vladislav Strzeminski 5  himself displayed 10 works in styles ranging from 
cubism and suprematism to a synthetic “unizm”. along with the draw-
ings and paintings there was one remarkable spatial object, the plan for 
the railway station in Gdynia, which was reconstructed for an exhibition  
at the Museum of art in Łódź in the 70s. Unfortunately this art object 
has been lost.

having acknowledged Kazimir Malevich’s influence, Strzeminski 
went further to suggest a new trend in architecture. Today, we know that 
this was meant to modernize not only art, but the whole country. Built on 
the site of a small fishing village Gdynia a modern port became a major 
transport junction, in the restored Polish-lithuanian Commonwealth. 

Strzeminski’s call for modernization was well-timed. In 1918  
Poland gained independence along with the Central european and Baltic 
countries. These countries aimed to build sustainable advanced eco-
nomic, welfare, and cultural systems that would both employ the achieve-
ments of western civilization and reflect the national identity of the local 
people. The events in Central europe encouraged artists to be involved 
in this search for ways to modernize the state. Strzeminski’s project  
of the Gdynia railway showed how art and architecture could facilitate 
the development of the country.

Though never accomplished, it lived on as an illustration in the 
book “Composition of Space” that Strzeminski wrote together with his 
wife Katarzyna Kobro (1898–1951) and published in 1931, following 

his first book “Unizm in art” (1928). Both books featured unizm in form 
construction, sculpture, architecture, and typography.

Strzeminski’s teaching borrowed from neoplasticism and dutch  
de Stijl, which insisted on simpler forms, basic colors organized by visual 
rhythm. In a nutshell, the artist compared making a sculpture to mod-
eling space. To synchronize with the space it required a harmonious 
rhythm based on the principles of the Golden section. This was expected  
to modernize art and architecture. Strzeminski qualified objects with  
a different vision as irrelevant, “meant only for a display”. according to 
the master, le Corbusier’s geometry, simplified forms and lack of support 
at the base made superficial designs.

In contrast, Strzeminski and Korbo sided with utilitarianists;  
for they had been members of the warsaw group Praesens for some time. 
according to them, a solid composition was as important as compliance 
with technology and functionality. They also focused on man in architec-
ture: “a man finds himself framed by a building, whose spatial-temporal 
rhythm of passages and sections specifies his route.”

The idea of space construction was that human life rhythms and 
compositional continuum should be synchronized: “architecture results 
from a number of equally important factors: site, utility, design, quality, 
color, direction, forms, which are capable of defining life rhythms them-
selves.” This ambition was realized in a series of sculptures by Katarzyna 
Kobro and Vladislav Strzeminski’s paintings. 

“The ultimate goal of architecture is not building 
practical houses, as well as not increasing 
the number of sculptures and pavillions. 
Its purpose — to be a regulator of the rhythm 
of social and individual life.”

Vladislav Strzeminski,
source: W. Strzemiński, 

Zasady nowej architektury [1931], 
[w:] red. Z. Baranowicz, Władysław Strzemiński. 

Pisma, Wrocław-Warszawa-Kraków-Gdańsk 
1975, s. 141.

the ShOrteSt line 
VladiSlaV STRzeminSki and THe compoSiTion of Space

The art Nouveau exhibition Which opened at The Vilnius cinema corso 
In 1923 marked a cutting edge moment In The Interwar Period. 
It encouraged Polish avant-Garde artists To Search for New forms. 
The exposition Was organized By Vytautas Kairyukshtis (1890–1961) 
and Vladislav Strzeminski along With other 20–30 year-old artists 
from Vilnius and Warsaw. The event celebrated modern art 
and The emerging constructivism movement In Particular. a year later 
The cubism, Suprematism and constructivism division Was founded. 
This Signaled a Shift from The dated cubism-futurism To Inspirational 
constructivism. art historians Would later Say That The Vilnius exhibition 
had manifested “radical modernism”.

1 Neoplasticism — designation of the type of abstract art, entered by Piet mondrian, which existed in 1917–1928 in the netherlands 
and brought together artists, grouped around the magazine “de Stijl” ( “Style”). distinguishing features of the “Style” are clear rectangular shapes 
in architecture (“international style” of P. auda) and abstract painting in the layout of large rectangular planes, painted with the primary colors 
of the spectrum (P. mondrian).

Besides, Praesens artists also designed pavilions for the national 
exhibition in Pznan in 1929.

nonetheless, these new principles of the organisation of space 
remained theoretical. an overview of the concept was communicated 
in the private interior design created by Vladislav Strzeminski in 1930. 

here the apartment space was presented as a number of planes 
painted in neoplastic fashion. all the structures were made at 8 to  
5 ratio with a basic measurement of 1.75 meters, which constitutes  
the average height of man.

apparently, this single picture is hardly evidence that Strzeminski 
achieved what he thought of as the main goal of architecture, saying 
that “an interior should give directions to people and make them stop 
wherever it is necessary”. we have no information about the interior  
of his apartment or the one he designed for his friend and neighbor, 
Łódź artist Stephan wagner. nor can we see his designs of interior and 
matching furniture made for the first director of the Museum of art in 
Łódź, the Marian Minich. The only surviving spatial object by Strzeminski 
is neoplasticism hall at the new building of Łódź art Museum dated 1948.

This hall accommodated the part of the international collection 
of contemporary art that was created by the group a.r. in the years 
1929–1939. Strzeminski used neoplastic colors for the wall paint  
to split the hall into sections. This not only structured the space, but 
also reduced the incongruence between the dramatic exhibits and the 
traditional background. Visitors were suggested to follow a route through 
the halls marked by a narrow band of black carpet on the floor. 

In 1947 Strzeminski published an article on structuring the envi-
ronment. The text insisted on turning cities into “unified and purpose-
ful self-sufficient bodies”. here rhythm was replaced by optical illusion, 
which he thought could lift people’s morale and increase efficiency. In the 
article Strzeminski also challenged extreme functionalism and abstract 
design by developing a concept of an ideal city that would provide ac-
cess to good communication and accommodation, as well as parks, sun, 
and fresh air.

Strzeminski suggested parallel arrangement of districts resembling 
figures in neoplasticism. “architecture is not about building functional 
accommodation or multiplying sculptures in exhibition halls. It could de-
fine social and individual life rhythms.” Therefore, an artist should aim  
to place a human in a modernized environment with better opportunities 
for development. In order to achieve this Strzeminski introduced space 
composition to architecture, thereby making contemporary art more prac-
tical. he put design and ergonomics ahead of aesthetics, as the former 
were based on scientific organization of labor, technology, psychophysi-
ology and mechanics. Fine art was to focus on “forming social utility”.

an advocate of art’s utility, Vladislav Strzeminski was one of the 
leading figures of the Polish avant-garde. he resembled the character  
of his incomplete story written after wwII, Joseph obertynski, who was  
“a rational man of logic and the mathematically shortest line, an enthusi-
ast who believed in steady progress”. we would add that in Strzeminski’s 
case this progress was facilitated by avant-garde art. 

Former cinema hall "Corso", vilnius
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Strzeminski 5  graduated from a cadet corps in Minsk and then the higher School of Military engineering 
in St. Petersburg. he lost a leg and an arm at the elbow in battle but, like his ancestor, continued his 
struggle. Meeting Tsekhanowski in St. Petersburg is partly what urged him to change the battle field, and 
Strzeminski became an artist. he followed Malevich and became a Champion of the new art, a member 
of UnoVIS) and later created the created his theory of Unism, etymologically and ideologically based on 
his experience in Vitebsk. Together with Tsekhanowski and dmitriyev, who was appointed chief keeper 
of monuments in newly founded Belarus, Strzeminski came up with a project for a city of the future in 
Minsk. This project somehow got implemented in the mid-30s, when the border of the USSr was about 
20 km away and a symbolic entrance to the USSr was being constructed in Minsk. he constantly trav-
elled from one cultural centre to another: he was friends with Malevich in Vitebsk, worked together with 
eisenstein in arts and agitprop studios in Smolensk and painted propaganda trains in Minsk. Together 
with his wife Katarzyna Kobro, a girl of German origin whom he met at the hospital in Moscow, where she 

worked as a nurse, Strzeminski founded an art studio, using 
Malevich’s school in Vitebsk as a model. Malevich himself 
sometimes came with lectures. one of their students was 
nadia Khodasevich, who later became known as a French 
artist nadia leger and wrote memoirs about her teachers. 
Strzeminski found nothing he could relate with in Vilnius: 
ruszczyc and other local artists were mere expounders to 
him. he found the right place in warsaw, where he joined a 
group called BloK, and then left for proletarian Łódź whose 
people he considered a suitable audience for his theoretical 
and, essentially, magical work. Following Malevich’s example 
(Malevich wrote a book called “die Gegenstandlose welt”, 
or “The world as non-objectivity”, which immediately found 
itself in the epicentre of european art critique), Strzeminski 
wrote “Unism in Painting”, then “Space Composition”. “Time-
Space rhythm and its Calculations” (together with Kobro) 
and “The Sun in Closed eyes”. 

I don’t think that Strzeminski divided the creative pro-
cess into design and art, as it is not an option for a magical 
artist. Shtankovski, Malevich and Tomashevski also saw all 
processes in art as one single entity. Tomashevski, the most 
famous teacher of artists in post-war Poland, was involved 
in a constant dialogue with Strzeminski. he insisted, for ex-
ample, that students should definitely go to an exhibition 

of african weaponry. There was a head of an ancient spear and a video about this spear saying that 
an elephant hit by this spear would drop dead. The guides, imposing black warriors, spoke nothing but 
French, and dutsky, who also spoke it fluently, asked them what poison was on the tip of the spear. one 
of their magnificent guides said there was no poison. “do you see that drawing on it? rest assured that 
if you touch the blade, you will immediately perish, that’s why it’s under glass.” This short anecdote fully 
demonstrates the essence of Strzeminski’s theory. asking his students to evaluate a composition, Toma-
shevsky demanded that they look at it for a long time and then close their eyes: if they kept seeing their 
composition as a burn on the retina, the composition was good. 

Andrey SHelyutto
do you See That drawing?

Strzeminski. a warrior artist, 
a knight, one of Those who Restored 
The original magical mission and 
experience of art. His Surname comes 
from The word “Stirrup”, also depicted 
on His coat of arms, and originates 
from an old Story about a knight who, 
Having lost His Horse and Sword 
in a battle, continued To fight His 
enemies with massive forged Stirrups, 
using Them as flails. 

e. kitaeva
The poster 
for the 100th anniversary 
of the V. Strzeminski birth
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Peter rohde iii
Poland, Gdansk (danzig). 1700–1710 
Silver; cast, forged, chased, 
with partial gilding. height: 18.5 cm
The State hermitage museum. inv. № Э-18019

The widow of Zarephath was a woman 
who gave shelter to the Prophet elijah, 
who then performed several miracles  
to thank her: he made it so that her 
house would never run out of food and 
then raised her little son back to life.  
It is believed that the boy grew up  
to be the prophet Jonah.

d i C h OtO M i e S

“For the King has in him two Bodies, viz., a Body natural, and a Body politic. His Body natural  
(if it be considered in itself) is a Body mortal, subject to all infirmities that come by nature  
or accident, to the Imbecility of Infancy or old age, and to the like Defects that happen to the natural 
Bodies of other People. But his Body politic is a Body that cannot be seen or handled, consisting 
of Policy and Government, and constituted for the Direction of the People, and the Management  
of the public weal, and this Body is utterly void of Infancy, and old age, and other natural Defects 
and Imbecilities, which the Body natural is subject to, and for this Cause, what the King does in his 
Body politic cannot be invalidated or frustrated by any Disability in his natural Body.” **

“The kings of the new Covenant no longer would appear as the ‘foreshadowers’ of Christ, but 
rather as the ‘shadows’, the imitators of Christ. The Christian ruler became the christomimetes —  
literally the ‘actor’ or ‘impersonator’ of Christ — who on the terrestrial stage presented the living 
image of the two-natured god. <…> The antithesis of natura and gratia was commonly used to indicate 
not only that the weakness of man’s nature was remedied by grace, but also that grace disposed man 
to participate in the divine nature itself.” ***

*   
Dichotomy 
(Greek. dichotomia) — 
division into two parts.
**   
E. Plowden. Commentaries 
or reports. london, 1816.  
excerpts from: E. Kantorowicz, 
The king's two Bodies: 
a Study in medieval 
Political Theology. 
Princeton, nJ: Princeton 
university Press, 1957 
***   
ibid. 

Peter rohde iii
Poland, Gdansk (danzig). 1707–1717 
Silver; cast, forged, chased, with gilding 
height: 39 cm
The State hermitage museum. inv. № Э-443

Plutarch reports that alexander the Great 
spent a long time waiting for diogenes  
to come to him and show respect but the  
philosopher continued to enjoy his leisure. 
Then alexander decided to pay him a visit.  
he found diogenes lying in the sun in  
Craneion, near Corinth. 
alexander came up to him and said, “I am al-
exander, the great king”. “and I, diogenes re-
plied, am diogenes the dog.” “why do they call 
you a dog?” “I wag my tail at whoever throws 
me some food, I bark at whoever doesn’t and  
I bite those who are nasty.” “are you scared  
of me?” asked alexander. “are you good or 
evil?” asked diogenes. “Good”, was the re-
ply. “who would be scared of good?” Finally,  
alexander said, “you can ask me whatever 
you want.” “Stand a little out of my sun” said 
diogenes and continued to bask in the sun.

Siegfried Ornster 
Poland, Gdansk (danzig). 1690s 
Silver; casting, pressing, stamping, 
partial gilding. height: 21.4 cm
The State hermitage museum. inv. № Э-1786

one of the judges over Israel, Jephthah, 
swears an oath that if God grants his victory 
over the ammonites, then ‘whatever comes 
out from the doors of his house to meet him 
when he returns’ will be given for a burnt 
offering. when Jephthah comes home, he is 
greeted by his daughter. he is stunned but 
eventually acted upon  his oath. 
It is often concluded that Jephthah sacri-
ficed his daughter. Some conservative bibli-
cal scholars persistently prove that he kept 
his promise.
It is said that almost all early writers be-
lieved that Jephthah did really immolate his 
daughter. The idea that he fulfilled his oath 
by keeping her in seclusion or in perpetual 
virginity only emerged in the Middle ages. 
a key protagaonist in the old Testament, 
some believe he represents a moral dilemma.

Johann Jacob Bromm
Poland, Gdansk (danzig). 1770–1789 
Silver; cast, forged, chased, with gilding
height: 21.5 cm
The State hermitage museum. inv. № Э-8849

early in the morning on 28 June (9 July) 
1762, while Peter III was away in oranien-
baum, Catherine came from Peterhof to  
St. Petersburg accompanied by alexey and 
Grigory orlov, where guards units swore  
allegiance to her. Peter III saw that it was 
no use trying to resist, abdicated the fol-
lowing day, was arrested and then died 
under unknown circumstances. Catherine 
once mentioned in a letter that before dy-
ing Peter had been suffering from a haem-
orrhoidal colic. after his death (although 
there is evidence that she gave the order 
before his death) Catherine ordered that 
an autopsy be performed  in order to dispel 
any suspicions of a poisoning. The autopsy 
showed (according to Catherine) that the 
stomach was absolutely clear, ruling out 
the possibility of poisoning.

Johann rohde ii
Poland, Gdansk (danzig).1690-е 
Silver; cast, forged, chased, with partial gilding 
height: 27 cm
The State hermitage museum. inv. № Э-17969

according to the biblical story, the Queen  
of Sheba heard of Solomon’s wisdom and fame 
and came to test him. “Solomon answered  
all her questions; nothing was too hard for the 
king to explain to her”. 
The Queen of Sheba could not help herself  
and said, “The report I heard in my own coun-
try about your achievements and your wisdom 
is true. But I did not believe these things until  
I came and saw with my own eyes. Indeed, not 
even half was told me; in wisdom and wealth 
you have far exceeded the report I heard”.
“and she gave the king 120 talents of gold, 
large quantities of spices, and precious stones. 
never again were so many spices brought in 
as those the queen of Sheba gave to King 
Solomon”.

*
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Poland, Gdansk (danzig). 1700–1730s 
Silver; cast, forged, chased, 
with partial gilding. height: 19.1 cm
The State hermitage museum. inv. № Э-17409

abraham, who lived far away from his 
homeland, in Canaan, decided to find  
a wife for his son Isaac back home, in har-
ran. on his order, his servant eliezer set off 
for Mesopotamia. Getting ready for the trip 
he prayed to God to give him a sign so that 
he knew that God approved of his choice  
of a wife for Isaak.
having arrived in the city of nahor (harran), 
abraham’s servant met rebecca, abraham’s 
grand-niece, at the well and was touched 
by her friendliness and helpfulness. eliezer 
saw this as a sign from God, asked her par-
ents for rebecca’s hand for his master’s son 
and received their blessing. 
Isaac fell in love with rebecca and married 
her.
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the art objects in question were transferred from the Push-
kin museum in moscow to the hermitage relatively recently,  
in 1955, with no record of their initial whereabouts. a total of 
thirty one works included five bronze headstones in various 
states of preservation, an antique door and a cast iron fire-
place fence.

later, their origin was established. The headstones had been 
transported to The Germanic national museum in nuremberg  
by the nazis. Then, in the process of evacuation they were seized 
by Soviet troops and initially stored in moscow. Then, the art ob-
jects were transferred to the hermitage, where they were infor-
mally referred to as “Polish”. 

 For some time no attempt was made to study the headstones. 
They were stored in a most romantic (and most inconvenient) vault 
for sculpture on the ground floor of the hermitage theatre (today 
part of the winter Palace of Peter the Great), they were virtu-
ally inaccessible. moreover, displaced art objects were classified  
and therefore dangerous to research. 

in the late 70s, irina novoselskaya, a long presiding head  
of the western european art department, delegated me to sort out these headstones and es-
tablish their origin. having struggled through the ancient gothic inscriptions on them, i de-
tected a latin word “poznaniensis” referring to Poznan. Furthermore, in a book on the his-
tory of the Polish town i saw a photograph of one of the headstones. as for the others, according  
to an old monograph about Peter Vischer senior, a fifteenth to sixteenth century sculptor and bronze  
founder, they also come from the Poznan cathedral.

not once did the hermitage suggest to the ministry of Culture that the bronze headstones should  
be returned to the friendly nation that had suffered German aggression. The letters were left unanswered, 
though. one of the possible explanations is that such decisions were made at the top, or more likely  
the ministry never looked into the matter. 

The situation changed in 1990 when nikolay Gubenko, a famous actor and producer, became  
the minister of Culture in uSSr and his companion, the actress isabella Cywinska took the same post 
in Poland. Their friendly relations set the ball rolling. in the summer, a group of Polish experts came to P
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The late 90S Were an Important milestone In russian-Polish 
cultural relations. The hermitage handed Back Poznan 
art objects To Poland. among Those Were Bronze headstones 
from The Poznan cathedral, Which had Been allegedly lost 
In Wwii. Polish Papers Put The News on The front Page, 
While In russia It Was hardly mentioned. Nevertheless, 
The Very fact of The return of The So-called “displaced art” 
Is exceptional and Was only Possible Thanks To a Whole 
Series of Serendipitous events. Today only few Witnesses 
To The events of This case remain , Which Prompts me 
To offer my account.r
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tombstone 
of the magistrate 
lukas Gurkha
Poznan Cathedral

№
22

h



92 93

the hermitage to examine the headstones, which by this 
time had been placed in a more accessible hall. on thor-
ough inspection they were happy to confirm the authen-
ticity of the pieces. The then famous journalist aleksandr 
nevzorov was also there to document the discovery. he 
mainly stressed the allegedly terrible storage conditions 
at the hermitage. his expertise in such matters was rather 
doubtful, however.

eventually, in late autumn, 1990 it was officially 
agreed to give the collection back to Poland. in prac-
tice, the implementation was fraught with problems,  
as the hermitage had neither funds nor people to sim-
ply package and ship these hefty art objects. Then, the 
General Consulate of Poland in leningrad stepped in. 
They commissioned Polish craftsmen involved in restor-
ing Peterhof’s Grand Cascade to come to the hermitage  
with instruments and materials. 

it was decided to use planks, so that we wouldn’t 
need cases for packaging. all in all, it took two days  
to load the stones into a Polish truck with an open top, 
which would deliver them to Poznan. i was to fly to Poznan, 
dispatch the exhibits and literally hand them over. Then 
deputy director Vladimir matveev, and the curator nina 
kosareva were also invited to the ceremony.

The trip to Poznan turned out to be far from easy.  
i flew to Gdansk, where they met me, fed me, which was 
a real treat in the hungry 90s, and gave me a ticket for  
a train that arrived in Poznan at night. The truck came next 
evening, and we faced new problems. The cathedral that the headstones were to be placed in, didn’t 
have porters in staff. The volunteers hardly handled a couple of stones, when they started to complain 
about twisted spines and squashed fingers resulting from the lack of training. unloading and placement 
was certain to take more time.

a marvellous solution was found the next day, when patriotic ladies from the monuments pres-
ervation committee involved in the venture called on their elder sons and husbands. with joint efforts  
we unloaded the truck. The ladies themselves took pride in unpacking the stones, which were thought 
to have been lost during the war. 

The old abbot, Catholic priest tomaskevic, who like most Poznan dwellers had a good command 
of German, was also there observing our work. Besides, we were joined by the cultural elite of the 
town, namely: the restorer pan lehmann, who was one of the first to see the stones in leningrad; doctor 
konstanty kalinowski, an expert in local baroque sculpture, who would later successfully manage the 
Poznan national museum. i had known him through his work and afterwards we would meet at confer-
ences on sculpture.

all the exhibits were dispatched, reviewed and handed over in one day. my next destination was 
warsaw, where i went to meet my colleagues. They arrived over four to five days, and the next day  
we were travelling by train to Poznan to join in a congress of monument keepers. The restitution ceremony 
was a part of the agenda.

By the time we arrived, the congress was already in session. The event took place on the outskirts 
of Poznan, in a nineteenth century mansion. i remember a funny incident concerning our accommoda-
tion. matveev and i were placed in a family suit with a king size gilded bed. anyway, i don’t remember 
sleeping, as the night was really festive and cheerful. after the official dinner an all-male select group 
were invited to continue the festivities. The conservers gave long speeches to toast the event in Pol-
ish, which we hardly knew. everyone then had to down their drink in one. Then, waiters would appear  
to fill our glasses. after this gastronomic session we were barely able make our way to our room  
and immediately fell asleep.

The ceremony fell on Sunday. The stones were cleaned, yet not placed. The mass was celebrated 
by the bishop of Poznan himself. according to one employee from the russian embassy, it was the first 
time a Polish bishop had blessed Soviet people. 

on the way back home, we stopped to meet the minister of Culture, mrs. Cywinska in warsaw. after 
all preliminaries we were granted food packages, which we were happy to bring home. This was a token 
of gratitude from those who had switched to a market economy to those who were about to do it. 

it only remains to tell that i came to Poznan in 1993 once again to see the stones mounted. They 
were set vertically, not horizontally as they were designed to be. apparently, this was meant to protect 
the headstones which had undergone so many adventures in the twentieth century, though in the end  
had fortunately been returned home. 
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one evening in december 1996, two high-pro-
file exhibitions, “Peter i” in amsterdam’s his-
torisch museum and “Catherine the Great 4 ” in 
the national exhibition centre de nieuwe kerk, 
were inaugurated simultaneously. Both shows  
were the highlights of the programme celebrat-
ing the 300th anniversary of russian — dutch 
relations. The exhibition “Catherine ii. The em-
press and arts” also marked the beginning of the  
netherlands Friends of the hermitage Founda-
tion, plans for which were announced on the 
exhibition’s inaugural day by ernst w. Veen,  
director of de nieuwe kerk. ernst Veen was the 
visionary author and then the director of the  
“hermitage amsterdam” exhibition Centre which 
opened its doors in 2004 .

nearly 20 years have passed. The hermi-
tage’s exhibitions commemorating Catherine ii 
have toured the world from Canada to australia.

The dutch have a particular veneration for 
Catherine the Great: the russian empress was 
grandmother to the dutch Queen anna Paulow-
na, russian Great duchess and youngest daugh-
ter of Catherine ii’s only son, Great duke Pavel 
Petrovich. 

The arrival of the young German princess 
in russia in winter 1744, her marriage to Crown 
Prince Pyotr Fedorovich and her life at the court 

1 in 2009 reconstruction works were completed 
on the historical amstelhof building which houses the hermitage amsterdam 
exhibition Centre. The Centre organizes biannual exhibitions of works 
from the State hermitage collection.

yOunG Catherine, Or  the MakinG OF an eMPreSS

H e r m i t a g e  a m s t e r d a m  e x H i b i t i o n  C e n t r e

o p e n e d  o n  1 3  J u n e  2 0 1 6

after immensely Successful international exhibitions, catherine The Great 
Returns To amsterdam after 20 years. The Hermitage exhibition Traces 
catherine ii’s Rise To imperial power; However, its working name, 
“The making of an empress”, doesn’T Translate So well into Russian or dutch 
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of empress elizabeth i, the 1762 coup-d’état, 
Princess Fike’s accession to the russian throne 
and her transformation to Catherine the Great 
are the key themes of the amsterdam exhibi-
tion. russia’s foreign and home policy under  
Catherine ii, her purchase of the artworks which 
formed the core of the hermitage collection, 
her concept of art as a vehicle of state ideol-
ogy, her passion for philosophy, architecture and 
stone carvings — the State hermitage museum 
yet again confirms its encyclopaedic expertise  
and its ability to provide a fresh take even on the 
most familiar topics. 

“The personality and life of Catherine  
the Great in the context of late 18th century rus-
sian culture and history is an inexhaustible sub-
ject, which will never cease to fascinate research-
ers, art experts and historians,” says Vyacheslav 
Fedorov, exhibition curator and head of the  
department of the history of russian Culture  
of the State hermitage museum.
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Shot from a short film 
by Krzysztof Zanussi 
“Death of a Provincial*” (1968)

*    
Provincial — monastic degree  
in the Roman Catholic Church.

 Krzysztof Zanussi (2005):

“We do not understand each other, and therefore, we are afraid. We must 
realize that Poland and Russia are not as similar as is always suggested.”

ORient
RestORatiOn

POlunin



There is a famous saying by academician 
i.a. Orbeli (1887–1961), a famous scholar 
and legendary director Of The state Hermitage, 
regarding an exhibition devoted To a medieval 
literary work, “Objects can’T serve 
as an illustration To a Text.” This exhibition, 
On The contrary, shows That a Text and Objects 
are equally able To render The colour 
and The atmosphere Of an era. The more 
diverse The material used, The more bright 
and multi-dimensional is The Overall view. 
Gift To The Observers allows a closer examination 
Of The era Of ibn battuta and The countries 
He visited, and a consideration Of The Historical 
problems which are directly Or indirectly 
related To The Traveller’s identity.

T h e  e x h i b i T i o n : 

A  G i f T  T o  C o n T e m p l A T o r s .  i b n  b A T T u T A ’ s  T r A v e l s

s e p T e m b e r  –  D e C e m b e r  2 0 1 5

Fragment of Silk Fabric
spain. 14th century
silk. 59 х 38.5 cm 
The state Hermitage Museum
inv. № ЕГ-1187 

ibn battuta’s 
Travels
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The Muslim world first appeared as a unified caliphate with  
an extended empire. From its predecessors, the Byzantine  
and sasanian (iran) empires, it inherited an extended infra-
structure of roads and stations, the arteries and lymphatic 
vessels of the state. The caliphate disintegrated quickly, but 
the infrastructure including the roads and mail remained and 

was developed and extended. alongside this structure a whole 
world of people and institutions appeared -- those who were 
responsible for the security and comfort of the travelling offi-
cials, tradesmen, pilgrims and military men and those in search  
of knowledge and adventures. The order of tax payment was 
also established.   

roads with their infrastructure became an important con-
structive element of the physical and human geography of the 
islamic world, they crossed deserts and on them settlements 
were formed. arabic geographic literature featured this world 
extensively. Famous books by ibn Hawqal, al-Muqaddasi, ibn 
Khordadbeh and others served as maps showing distances, 
routes and the different details of every post station. Gradu-
ally these maps and notes turned into detailed descriptions.  
all of them were originally additional information to maps 
which became an important element of Muslim studies and is-
lamic cultural and literary heritage. They are indeed enigmatic 
and beautiful. The geographical descriptions are detailed and 
accurate.     

Mikhail Piotrovsky

Many geographers travelled but, as a rule, they would 
just create their works in the form of a report in which they oc-
casionally incorporated private observations but almost never 
events from their private lives.

The Muslim world inherited Hellenist cartography and 
astronomy from its predecessors . it developed the old ways 
of measuring distances and identifying location to a new level. 
The astrolab became the symbol of islamic heritage, being  
at the same time an accurate scientific instrument and  
a work of refined art. stars and constellations were part  
of the world for pagan arabs. They were used for orienta-
tion and fortune telling. astronomy and astrology were part  
of the same science. Books about the power and influence  
of stars and constellations, often decorated with illustrations, 
where the names of the birth signs were human and animal-
like images, appeared next to astronomical tables, typical  
for Muslim heritage and science.

Geographical literature in its practical scientific and 
popular form was growing and multiplying. a precise  
description of it, compiled by i.Y.Krachkovsky fills an enor-
mous folio. its genres are very diverse and include famous 
dictionaries (Yaqut), encyclopedias, descriptions and his-
tories of cities, ranging from books about the advantages 
of sacred cities to the descriptions of all the areas of Cairo 
made by al Maqrizi (fifteenth century). stories of adventures 
served as an important source of this literature. They would 
cover different topics ranging from trade and embassy  
reports to fairy tales about sinbad. Faraway lands attract-
ed people, tempting them to go travelling on their own  
or at least to provide more elaborate descriptions and de-
tails. For example, a story of an ordinary merchant would 

turn into a legend about the embassy of Harun al rashid 
and Charles the Great. One of such examples of interest  
in distant lands is the unique “a History of india” by al Biruni 
(eleventh century). 

islamic culture possessed a number of elements  
and basic notions which secured the popularity of traveling 
and served as a means to describe them. Discovering the new 
and travelling in search of knowledge and teachers was con-
sidered to be a virtue and the duty of a Muslim. There are even 
sayings by the Prophet Muhammad related to this issue, which 
may be apocryphal but are important in that they indicate the 
opinion of the community (“at the very least go to China to 
seek knowledge”). This notwithstanding, every Muslim, includ-
ing travellers, has to pray towards the Qibla, facing in the 
direction of the Kaaba. establishing the location of the Qibla  
in the different places of the enormous islamic world, stretch-
ing from China to spain as well as further inland was a seri-
ous and important issue. travelling stimulated this art, which  
in turn stimulated more travel.

BOOKS ABOUT ROADS

1 
|

2 | 3 | 4 |

Al-Idrisi
Joy for one who is longing to cross the world
north africa. The beginning of the 14th century
in arabic. Maghrib handwriting. Brown ink
The state Hermitage Museum
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Travel is an integral part of human life. Travel allows cultures To mix 
and interact. conquests in This sense are a good example of Travel. 
For muslim culture, characterized by The world of cities and Trade, 
on The one hand, and nomads or wandering Tribes living close by, 
on The other, Travel has become an important element 
of The structure of life.  

The exhibition “'a Gift To The contemplators' The wanderings 
Of ibn battuta 6 ”, Organized jointly with The russian National 
library and The mardjani foundation for support 
and development Of research and cultural programs, 
Opened in The state Hermitage museum in september 2015. 

1 |  Storage case for a scroll  
of Samaritan Pentateuch 
syria, Damascus. 1520-ies. 
The state Hermitage Museum

2 |  Bodhisattva 
China. Early 14th century 
The state Hermitage Museum

3 |  Сaftan and robes 
Yuan Dynasty. Late 13–14th century 
Marjani fund 

4 | Fortuny Vase 
spain, Malaga 
Second half of the 14th century 
The state Hermitage Museum
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an important notion of the Muslim way of life is char-
acterized by the term Hijrah. apart from the famous journey 
undertaken by Muhammad from Mecca to Yathrib, it meant  
a migration to a better place where a Muslim would live bet-
ter or where he could gain more knowledge and develop his 
talents for advocating islam.

The desire to embark on Hijrah would inspire a lot  
of people to travel in the Middle ages, and this indeed was 
the psychological motivation for ibn Battuta’s travels. He was 
looking for new impressions and new places to apply his tal-
ents. One should mention that nowadays the Hijrah is carried 
out on a much larger scale, which at times poses a threat for 
certain countries. 

The main stimulus and regulating tool of travelling was 
the Hajj — the compulsory pilgrimage of Muslims to the Mec-
ca shrine. Providing Hajj was the responsibility of authorities 
throughout the world. The Hajj was a long journey and included 
different types of activity ranging from studies to trade. it served 
as an important stimulus in traditional asian trade. religious 
obligation and business initiative merged together. The route  
of the Hajj was well established and controlled. The Hajj 
changed the social status of the traveller, made him proud  
of his achievements and would inspire him to provide a great 
number of stories on his return. Moreover, those stories would 
later be turned into atlases showing the routes of the Hajj which 
was very important for later pilgrims.

reports of travels into various exotic and less exotic 
countries gradually turned into books which were ornament-
ed more and more with personal reminiscences and private 
experience. “travels” by ibn Fadlan, the account of a journey 
of an abbasid official along the river Volga at the begin-
ning of the tenth century is a famous example. a visit whose  
aims were primarily political and trade related, became an 

epic about conversion to islam in faraway Volgian Bulgaria. 
tales of amazing travels have always prompted and continue  
to prompt doubts as to their authenticity. “travels” by ibn 
Fadlan has withstood those doubts over the centuries, where-
as the “second account” by abu Dulaf (tenth century), part  
of the Mashhad Manuscript, didn’t. regarding the veracity  
of ibn Battuta, the main character of our exhibition there 
were a lot of doubts as well, though their number gradually  
decreased. al Ghazali (twelfth century) also describes ex-
otic worlds. ibn Jubayr born in the Maghreb (twelfth century) 
also leaves a detailed diary of his journey to sacred arabia.  
ibn Battuta also started with the Hajj. The accounts by ibn 
Jubeyer are very vivid. a personal feel and vivid impressions 
become more and more important in books on geography 
and in the genre of travel accounts. 

Thanks to this we experience a far wider range of Mus-
lim life than in more ordinary geographic accounts. On the 
one hand, they contain a great number of accounts of visits 
to different countries, often beyond the bounds of the usual 
world, which makes them unique and valuable for research-
ers and critics. On the other hand, they provide an insight 
into the mentality of the world that gave birth to travel. take 
for instance the account provided by ibn Battuta in which he 
describes his simple, and at times, quite comfortable life in the 
different places he stayed. in the vast world including China, 
the Volga region, india, africa and other lands he encountered 
virtuous and islamic occupations. The image of the clerical 
arbiter, highly sought everywhere, is one of the most desirable  
and characteristic of Muslim culture. That is how the mecha-
nism of cultural unity worked.

The number of Muslim travel writing continued to grow, 
its pinnacle being in the twelfth to fourteenth century. it is in-
teresting to note that Western europe was seldom the subject 

of interest. On the contrary, in europe an analogous genre 
was to develop independently of all potential influences and 
would later arrive at a similar point. talking about ibn Battuta 
it is impossible to ignore the name of Marco Polo. These two 
names together remind us of the fact that it is possible to unite 
the whole world without planes and tV programmes.

abu abdallah Muhammad ibn Muhammad ibn abdal-
lah al-lawati at-tanji known as ibn Battuta, who would later 
become a famous traveller, was born in the Moroccan city  
of tanja (european name — tangiers) in 1304. Members of 
his family would traditionally perform the duties of qadis or 
judges. There is evidence that he received a classical Muslim 
education which included the study of Koran, the hadiths (say-
ings of the Prophet Muhammad), legal literature and basic 
calligraphy; in the book about his travels ibn Battuta devoted 
a great deal of attention to these matters. When describing  
almost all the cities of the islamic world that he visited, the 
traveller gives precise and detailed information about local 
qadi, theologists, gatherers of hadith and representatives 
of the scholarly estate and ascetics.  in this environment  
he would spend time talking and praying. as ibn Battuta  
observes, a man of this milieu (that is belonging to the tra-
ditionally educated layer of society) even when encounter-
ing difficulties and left with no means, would always be able  
to find a position of the Mosque imam, the cherisher of the 
sacred Mausoleum or even the position of qadi which would 
provide him with an income.

a vivid account of impressions from travelling practically 
always makes the descriptive part eloquent literature. some-
times a literary element dominates, at times turning the narra-
tive into a fairy tale.

Contemporary scholars are well able to decipher the 
information on cultural history from any text. among those, 
there is a genre in which one finds a parody on the book  
of traveling and even the world of travel. These are the so-
called picaresque stories, makamas. The main character  
of such a novel is a knave who is always travelling, deceiving 
and entertaining the audience round the world. sometimes 
they do good things. in some episodes makamas become  
or imitate the main characters, for instance, faqihs — theolo-
gians and there one sees a parody on famous stories about 
travellers. in reality it is not a parody but one of the possible 
dimensions of a diverse life thriving along the routes of the 
islamic world; one which ibn Battuta presented to us better 
than anyone else. 

at the age of 21 the Moroccan decided to make the Hajj 
pilgrimage. it looks like the main aim of ibn Battuta was 
to fulfill the main duties of a Muslim as well as to enhance 
his knowledge in the field of islamic education, getting to 
know the authorities in this sphere. That is why, for instance,  
in Damask, one of the cultural centres of islamic world, he 
attended a course of lectures and received certificates. as 
one can see from the book by ibn Battuta, he started the jour-
ney on the 2nd of the month rajab, in the year of the Hegira 
725 (13 June 1325) and then went via the Maghreb across the 
Far east and making a stop in egypt, visiting not only Cairo 
and alexandria but also upper egypt. Then he went to syria 

1 |  “Portrait” of a high-status woman 
Qocho, turpan Oasis 
Second half of the 13–14th century 
The state Hermitage Museum

2 |  Tiled stoves 
Khorezm, Kunya urgench, 
sultan tekesh’s Mausoleum 
Around 1200 
The state Hermitage Museum

3 |  Top of the hat with the image  
of a dragon, set on the cover  
of the vessel 
China. 13–14th century 
The state Hermitage Museum

Bocca
China
Yuan Dynasty. 
Late 13–14th century
Mardjani Foundation
inv. № ИМ/Т-229, ИМ/Т-405

1 
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2 | 3 |
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where he visited all the important centres, and then joined 
a syrian caravan and went to Mecca. Having made his first 
pilgrimage ibn Battuta went to iraq and Western iran where, 
via Baghdad he went to Mecca. after his third pilgrimage  
to the sacred City he stayed there for two or three years 
and then started on another journey across the red sea  
up to Yemen. From there he went by sea to the south along 
the eastern coast of africa and came back along the south-
ern coast of the arabian peninsula, entering the Persian Gulf. 
ibn Battuta undertook one more journey to Mecca approxi-
mately in 1332 after which he went round syria and egypt  
to latakia, the syrian Mediterranean port, and boarded 
a ship going to the land of the turks (asia Minor). Hav-
ing visited almost all the main centres of this peninsula, 
he went to see the governors and rulers of local dynas-
ties. From sinop (on the southern coast of the Black sea) 
he went to Crimea which belonged to the Golden Horde. 
From there with Khan’s convoy he travelled round the 
Caucasus, across the vast steppes and then went to Con-
stantinople accompanying the third wife of the Khan,  

a Byzantian princess, who wanted to visit her relatives.  
Having come from this journey across the steppes to sarai, 
the residence of the Golden Horde, ibn Battuta decided  
to reach india across the continent. Passing through  
different centres of Middle asia such as urgench,  
Bukhara, samarkand, following then a complicated route 
across Horasan and afganistan he reached india on 12 sep-
tember 1333.

after a few years spent at thе court of thе Delhi sultan Mu-
hammad shah ii (1325–1351) from the tughlaq dynasty, ibn Bat-
tuta was given by the monarch the position of ambassador and 
sent to China. He went across india and reached the Malabar 
shore. in the port of Calcutta disaster struck. a thunder storm 
carried the ship loaded with consular gifts and documents into 
the open sea. For some time ibn Battuta stayed with Malabar 
princes and then went to the Maldive islands where he lived for 
18 months working as a qadi. Then he went to Ceylon and su-
matra, and then to China. Coming ashore at the port of Zayton 
(this is how it is referred to in medieval arab sources, mean-
ing Quanzhou), he reached Beijing (Khanbaliq). after that he 
stayed in China and decided that it was time to return. in 1347  
he went back along the following route: to Malabar with a stop 
in sumatra, then round the Persian gulf and up to Baghdad, 
syria and then to Mecca to perform one more pilgrimage. in 
1349 he went to egypt and from alexandria he went to tunisia, 
then to algeria, and then across land to the city Fez (from the 

arabic Fas, which is now in Morocco). after a short break  
ibn Battuta crossed the Gibraltar straits and went to Granada,  
a Muslim state of the nasrid dynasty (1230–1492) in spain.  
Having come back to Morocco he undertook his last journey, 
which was quite dangerous, with the aim of visiting a new is-
lamic states of Mali. to do that he crossed the sahara and 
reached the niger river. in 1354 he came back to Fez where 
following the order of sultan abu inan Faris his reminiscences 
were recorded by the Granadian scholar ibn Juzayy, and com-
piled the main work under the name “a Gift to Contemplators 
of the Wonders of Cities and the Marvels of travelling”.

according to ibn Battuta these are the main benchmarks 
of his 30 year travels. This book by one of the most distin-
guished travellers of the Middle ages “a Gift to Contempla-
tors of the Wonders of Cities and the Marvels of travelling” is  
a unique manuscript which describes the main cultural events 
of the world of the first half of the fourteenth century, Mus-
lim, Christian as well as Buddhist. in this manuscript one 
finds a reflection of the era in which these worlds, because  
of the Mongol invasion, became open to each other, when 
the Muslim east which had restored itself after the destruc-
tive Mongolian invasions of the previous century flour-
ished under the rule of new dynasties. at the same time 
mankind was being ravaged by the plague, one of the 
main disasters in human history, also documented  
by the arab traveller.

Holder for a mirror 
in the form of a "lunar cow"
China. 12–13th century
The state Hermitage Museum

Tile for the bottom row of “mukarnas” 
Central asia, samarkand, ensemble shah-i Zinda, 
mausoleum of an unknown woman
1360-1361
Mardjani Foundation
inv. № ИМ/Арх-13
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iran is a country which is spiritually and geographically close to the Hermitage. russia’s 
connections to the iranian world are reflected in the museum collections in all their diversity. 
early iranian history cannot be understood without the scythian objects that the Hermitage 
has, and without the research of several generations of Hermitage specialists in scythian 
art. The magnificent eagle from Peter the Great’s “siberian Collection” is one of the bright-
est symbols of the beauty of ancient iranian art and the greatness of achaemenid power. 
several thousand kilometers north of iran, on the banks of the neva, it tells people about 
the glory of ancient iran, as do the oldest iranian carpet from the Pazyryk burials and one 
of the oldest iranian Muslim-era carpets found in Dagestan. 

Our connections with iran are wonderfully diverse. On the one hand, there is science, 
on the other, there is politics. Major russian and international specialists on iran have 
worked and continue to work at the Hermitage. Their research focuses on the unique col-
lections of iranian art hosted by the museum. The best collection of sasanian silver, after 
being studied by Y.i. smirnov, i.a. Orbeli, K.V. trever, V.G. lukonin, B.Y. Marshak, became 
exemplary for all those who study ancient and medieval Oriental toreutics. Without the 
work of l.t. Guzalyan on Persian inscriptions on tiles the full text edition of “shahnameh” 
would have been impossible. The iranian jewelry collection was introduced to science  
by a.a. ivanov and his colleagues. The great exhibition “Persian Painting” created  
by a.t. adamova was a breakthrough in the understanding of the artistic language  

DiPlOMaCY anD sCienCe BeCaMe One in a WOnDerFul eVent in tHe liFe OF tHe HerMitaGe.  

in 1935 tHe ussr HOsteD tHe COnGress OF iranian art anD arCHaeOlOGY. tHe COnGress Was 

OrGaniZeD BY tHe HerMitaGe anD its DireCtOr i.a. OrBeli. it Was HelD DurinG tHe Years OF 

tOuGH rePressiOn in tHe COuntrY anD Was a rare OPPOrtunitY tO Create anD Maintain sCien-

tiFiC ties WitH tHe rest OF tHe WOrlD. But tHe COnGress HaD an eVen MOre iMPOrtant siGniFi-

CanCe: it sHOWeD tHat eVen unDer iDeOlOGiCal striCture anD aBsenCe OF liBertY, real sCienCe 

nOt OnlY exists, But COntinues tO DeVelOP in russia, DesPite eVerYtHinG. exCellent in-DePtH 

talKs, sCientiFiC WOrKs, exeMPlarY sCientiFiC anD art PuBliCatiOns, HiGH-QualitY exHiBitiOns –  

all OF tHat MaDe tHe COnGress a HistOriCallY siGniFiCant One. FOr tHe HerMitaGe it BeCaMe  

nOt OnlY a Great MeMOrY, But an OPtiMistiC anD insPiratiOnal ParaDiGM. 

We DO nOt PretenD tO reCreate tHe sCale anD suCCess OF tHe 1935 COnGress tODaY.  

But We reMeMBer it anD We reMeMBer tHat tHe traDitiOn OF sCientiFiC researCH On iranian Cul-

ture in russia Has neVer Been interruPteD. sCientists’ anD tHe MuseuM’s WOrK, Mutual exCHanGe 

anD enriCHMent anD tHe DialOGue OF Cultures are aBOVe POlitiCal CHanGe. 

tHe HerMitaGe is a Witness tO tHat, anD it striVes tO CarrY tHis testiMOnY tO tHe PeOPle. 

We are GrateFul tO all tHOse WHO WOrK tOGetHer WitH us FOr tHis GOOD Cause.

Mikhail Piotrovsky 

The Hermitage iran — The iranian Hermitage

Poster 
of the Iranian Art Exhibition 
leningrad. 1935
Paper; typographic imprint
The state Hermitage Museum

Topography of the 227th room
Bronze ware
iran and north Caucasus. 12–13th century
The state Hermitage Museum

VIII European Conference 
on Iranian studies 
General staff Building, 
The state Hermitage Museum
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development of the entire Muslim world. Major specialists from several generations, the 
heroes of the russian iranian studies, work at the Hermitage. Their efforts, in conjunction 
with those of virtually all the Hermitage departments, created this unique exhibition which 
is part of the permanent exhibitions at the museum. 

ancient and medieval iran had active commercial relations with siberia, the Volga 
region and the russian north. One of the products and highlights of these relations is the 
unique collection of iranian silver. 

The merchants were followed by numerous embassies. elephants coming  
to saint Petersburg with Persian ambassadors became part of the cultural memory of our 
city. The history of the embassies themselves, sometimes related to dramatic events (such 
as the murder in tehran of our ambassador and the great poet alexander Griboedov), 
stayed in our collective memory not only as political acts. When alexander sokurov was 
creating his now famous film “russian ark”, where characteristic episodes of russian his-
tory were brought to life within the Hermitage, he staged the reception of Khosrow Mirza’s 
embassy in the main hall of the Winter palace.. This breathtakingly beautiful and solemn 
scene is not a political memento; it is a meeting of two cultures: russian and iranian. 

The diplomatic and military aspect of russian-iranian relationships is well repre-
sented at the Hermitage, which is not only a cultural history museum, but a monument 
to russian statehood. Diplomatic gifts and war trophies started the excellent Hermitage 
collection of Qajar paintings, which now attracts as much attention as the sasanian 
silver. The unique battle paintings by Qajar masters are part of another line of scientific 
research — of how iranians and russians saw each other through the eyes of painters.  
This section of the exhibition shows for the first time such a wide range of newly discovered 
and interpreted artifacts. 

The Qajar painting of a battle against russians in a way counters the enormous pano-
rama by P.Y. Piasetsky depicting the journey of the russian embassy to tehran. today, be-
ing used to photographic information, we see and appreciate the work of the documenting 
watercolorists in a new way and with new enthusiasm. a whole range of materials on how 
russians perceived Persians, and how Persians perceived russians, will undoubtedly serve 
as an object for thorough study and aesthetic admiration.

“Long before the revolution the Sasanian collection was one of the highlights of the Hermitage, 
even though these remarkable Iranian medieval works of art were artificially separated  
from each other at the old museum.

The 1913 donation to the Hermitage of a whole range of excellent artifacts, previously 
kept in Rome in one of the Stroganov collections, significantly enriched the Hermitage 
collection.

A turning point in collecting and studying the Sasanian artifacts was the creation  
at the Hermitage of the first oriental studies museum department in 1920 — the Department 
for Caucasus, Iran and Central Asia. Liberated by the Revolution from the necessity to consider 
Oriental art only as a spoiled version of the art of the great Mediterranean peoples, as some 
secondary material to the history of ancient art, Byzantine art and the art of tsarist Russia 
which claimed to be its natural, legitimate and unimpeachable heir, the Hermitage began 
developing a new department — the Oriental Culture and Arts Department. This allowed  
for the realization of the rights and obligations that were given to the museum by the October 
Revolution: conserving at the Hermitage works of art from nationalized private collections and 
collecting the greatest works scattered around small local museums at the Hermitage, given 
that these works can be better conserved, studied and exhibited in a central state museum 
than in a local one. 

All of this, as well as purchasing some objects from new findings at excavation sites 
and people’s homes in Dagestan villages, led to significant growth of the Oriental department 
collections and particularly of its Sasanian collection. This is why vis a vis Sasanian metal 
artwork the Hermitage is several times richer than all other world museums together,  
and why nowhere else is the scientific study of these works of art as richly supplied with 
material as it is in Leningrad. <…> We hope <…> to pay tribute to our teachers who did  
so much, each in his own field, to prepare us, by teaching us directly or by transmitting 
tradition, in the study of the Iranian and Caucasian art — to N.Y. Marr, S.F. Oldenberg  
and Y.I. Smirnov.”

Orbeli I.A., Trever K.V. 
“Sasanian Metalwork. Art Objects of Gold, Silver and Bronze.” 

Moscow, Leningrad, 1935.

Source: 
Piotrovsky M.B. 
the Hermitage iran — 
the iranian Hermitage // 
iran in the Hermitage. 
the Creation of collections: 
Catalogue of the exhibition 
at the state Hermitage, 
saint Petersburg; 
June, 24 – august, 22, 2004. 

Suleiman Sepahbadi,
delegate from Iran 
on the III International Congress 
of Iranian art and archeology
leningrad. 1935
Gelatine photo
st. Petersburg branch of the russian academy 
of sciences archive

Mohammad Taghi Mostafavi,
delegate from Iran 
on the III International Congress 
of Iranian art and archeology
leningrad. 1935
Gelatine photo
st. Petersburg branch of the russian academy 
of sciences archive

Persian manuscript  
of the Khamsa by Nizami. 1431
Miniature from the story  
of "Khosrow sees Shirin bathing"
The state Hermitage Museum

Persian manuscript 
of the Khamsa by Nizami. 1431
Miniature about the Iranian Princess 
visiting Bahram-Gurom
The state Hermitage Museum

During the conference 
the exhibition “On the 80th 
anniversary of the Iranian 
congress at the Hermitage" 
was opened in the foyer 
of the Hermitage Theatre. 
100 items were presented 
from the collection 
of the museum, telling about 
this significant event 
in the history of world 
Oriental Studies — 
III International Congress 
of Iranian art and archeology.

  
p

h
o

To
: r

u
st

aM
 Z

ag
id

u
ll

iN

  
p

h
o

To
: N

at
al

ia
 C

h
as

o
vi

ti
N

a

H
№
22



110 111

IRANIAN STUDIES CONFERENCE:  “WAHHABISM IN ACADEMIA”

Pavel Borisov

   from 15 To 19 september, The Hermitage and The institute   Of Oriental manuscripts in st. petersburg Hosted 
              The 8TH european conference Of iranian   studies. 236 speeches were delivered.

maNy peOple TOOk OffeNce
What is an academic conference and 

what role can it play? i strongly believe that 
a conference is a meeting where scholars 

from various places who research similar is-
sues, are given the opportunity to discuss their 

work. such discussions and Q&a sessions are 
meant to improve the results of these works. 

This is why the full versions of the speeches 
made at the 8th european Conference of ira-
nian studies will only be published in a couple  
of years, and the abstracts presented are noth-
ing but a short summary of the topics covered 
in the speeches. This is why the abstracts were 
posted online and no collection of speeches was 
published. Many colleagues took offence at that,  

as they wanted to present their speech as a re-
search paper and have it counted as a publication 
but this plan did not work.

For the same reason — a conference is  
a place for discussions — we did not accept any 
works in absentia, that is speeches made not by 
the researchers themselves (ok, maybe by one  
of the team of researchers) but by someone else, 
who would not normally be very familiar with the 
topic. normally, at the end of a speech made in 
the absence of the author, the chairperson says 
that, unfortunately, no questions or remarks are 
possible due to the absence of the researcher. 
What is the point of a conference then? so we did 
not accept any speeches in absentia, and some 
colleagues, as i have said, took offence. 

There was also quite a stringent selection pro-
cess involved in the conference: we received a lot 
of applications (up to five emails per minute on the 
last day before the deadline), so we had to choose 
the very best works. unfortunately, not all the ap-
plications were presentable, some were obviously 
amateurish and had nothing to do with academia, 
they were too political, religious or national, or 
the author simply reiterated something they had 
already written before. Therefore our panel turned 
down about one hundred applications. Do i even 
need to say they took offence? as we found out 
later, though, even some of the works accepted for 
the conference should have been filtered out.

european conferences of iranian studies 
take place every four years, and, following the es-

tablished european tradition, we accepted works 
in three languages: english, French and German. 
russian and Persian, therefore, were not among 
the working languages of the conference, and, 
again, many people, took offence. We did, how-
ever, have to make allowances, a couple of times: 
say, someone sends an application in one of the 
european languages and then it turns out they can 
hardly speak a word of english. What do you ex-
pect us to do? it’s not a criminal offence after all…

another common practice is to send an ap-
plication for participation at the conference and 
then not to turn up. to prevent this we had to 
pester some participants, find out who had not 
applied for a visa yet (visas are a whole other 
story, we are eternally grateful to the passport and 

Tile frieze 
of the Pir-Hussein’s mausoleum
iran. 1285–1286 
The state Hermitage Museum
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visa department of the Hermitage), who did not 
respond to emails, who was “lying low”; some-
times we had to write politely “Would you ter-
ribly mind confirming’ and sometimes sternly  
‘if there is no response within 10 days, we will 
have to cancel your participation”; then people 
would either confirm or apologise for not be-
ing able to come. Those who never responded 
were crossed out and took offence. We did,  
of course, make a couple of mistakes after all. 
We were expecting a few people, they failed to 
turn up without prior warning, so we had to make 
last minute changes to the programme. Then  
it was our turn to take offence. 

Despite all that, there were a lot of speeches 
and five-six sessions would be running simul-
taneously. The chairpersons had to make sure  
no speaker exceeded their assigned thirty min-
utes and gave way to the next speaker. This was 
done to ensure that having heard one speech, 
participants could move to a different room and 
listen to a speech made at a different session 
(many people did do that, so some speakers  
had to be interrupted and they also took offence 
a little).

as i was saying earlier, a conference is  
a real gathering of scientists who speak in person 
in front of their colleagues, and these colleagues 
help improve the work through their comments 
and remarks, since truth, as we all know, is born 
of arguments, and a conference is not a tick in an 
annual academic report. such an approach, how-
ever, is now seen as obsolete and akin to Wah-
habism in academia. Whether you take offence or 
not, if we don’t stick to these rules, an academic 
conference is worth close to nothing.

However the 8th european Conference of 
iranian studies was indeed worth something. i am 
not going to summarise all 236 speeches here 
but i would like to mention a few works or topics 
which, in my opinion, were of particular interest 
and importance.

european conferences of iranian studies 
organised by the societas iranologica europaea 
traditionally bring together experts on ancient, 
medieval and, partly, modern history or iranian 
peoples (these are not just Persians from iran but 
also tadzhiks, afghans, Kurds, Ossetians, and  
in ancient times they even included scythians, 
Bactrians and many others). Modern times and 
recent history receive relatively little coverage 
though. Other subjects also included literature 
(again, mostly, medieval), languages and folklore. 

ON rOyal iNscripTiONs 
about a fifth of the speeches were on the period 
of the so-called ancient iran — from the first men-
tions of iranian peoples up to alexander’s expe-
ditions. ancient Persians, led by Cyrus the Great, 
conquered most kingdoms of the east one by one 
and in 539 BC Cyrus entered Babylon. This was 
the beginning of the achaemenid empire which 
expanded over many thousands of kilometres 
and lasted two hundred years. The Persian king 
of kings needed to make various ethnic groups 
in his power, on different levels of development, 
acquiesce and accept his rule. 

as the world’s first empire, achaemenid Per-
sia was also the first in the world to require an 
imperial ideology, and we had a few fascinating 
talks on this matter. This ideology expressed itself 
in political monuments and royal inscriptions. 
such inscriptions were few and far between and 
served, according to ilia Yakubovich, as apologia 
for the king’s controversial deeds and decisions. 
The most famous inscription on a cliff at Mount 
Behistun is an apologia of Darius the Great, who 
ascended the throne by overthrowing his prede-
cessor and quelled rebellions in various satrapies. 
Darius’s son and heir, xerxes, left the so-called 
anti-Daiva inscription. He says in the inscription 
that he suppressed a rebellion in Mesopotamia 
and destroyed some temples there which were 

sanctuaries of demons, daivas. Yakubovich sug-
gests that the destruction in question is xerxes’s 
burning of acropolis in athens in 480 BC during 
the Greco-Persian Wars. 

The concept of making royal inscriptions it-
self was borrowed by the achaemenids from the 
preceding kingdoms of the east, and as the re-
searcher of iran, Maryam Dara, demonstrated, 
there are many similarities between achaemenid 
and earlier urartian inscriptions. These ties imply 
that Medians had a tradition of proclamatory texts, 
since they are the only interlink between urar-
tians and Persians (Medians conquered urartu, 
and Persians defeated Media) but we know very 
little about Media and historians currently doubt 
how substantial this kingdom was. alexander the 
Great’s campaigns seem to have put an end to 
the writing tradition of the achaemenids, however,  
a fellow researcher from Britain, Burzine Wagh-
mar, researched the connections between the 
achaemenid inscriptions and later ones, made 
during the rule of ashoka (third century BC)  
in india. They are completely different and speak 
about the establishment of Buddhist laws on the 
subcontinent, while a few linguistic features indi-
cate a relation with those of achaemenid. There 
was probably also an oral tradition of royal dic-
ta which was preserved in the satrapies further  
to the east, in india.

still, inscriptions were only accessible for 
the small part of the population which was liter-
ate. everyone else was mainly exposed to politi-
cal monuments. in Persepolis, the sacral capital  
of the achaemenid empire, the palace is cov-
ered with reliefs depicting the king in various 
incarnations, his guards and warriors, as well 
as some people representing the ethnic groups 
of the empire, who joyously bring the king trib-
utes from their provinces. achaemenid reliefs 
are unusually peaceful for the ancient east. 
There are some depictions of hunting and tear-
ing animals apart but otherwise, it is all peace 

Firman of Shah Abbas (Safavids)
national Museum, tegheran
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and quiet, no battles, no executions and tor-
ture, so popular in assyria, only a few captives 
with ropes around their necks (and yet smiling)  
at Mount Behistun. several years ago an expe-
dition of italian and iranian researchers start-
ed excavations at the Bricks Hill in Persepolis. 
They uncovered the foundation of a monumental 
building. in the ruins they found a lot of burnt 
bricks with coloured glaze. it turned out that the 
design of the bricks matches that of the bricks 
used to build figures of bulls and gryphons at the 
famous ishtar Gate in Babylon, and the construc-
tion dates back to the period which preceded 
Darius and must therefore belong to the times  
of Cyrus the Great (or the short rule of Cam-
byses). This discovery totally changes our idea 
of many events of the achaemenid era. Firstly, 
it means that the monumental constructions  
in Persepolis were not planned by Darius (as we 
have believed all these years) but many years ear-
lier, by Cyrus. secondly, having conquered Baby-
lon, Cyrus probably wanted to construct a replica 
of the grandest city in the world in his homeland 
in Persia and ordered to build an exact copy  
of hundreds of bricks which had been used  
50 years previously to build the ishtar Gate. 

ON mediciNe aNd HOuseHOld slavery
The period between alexander and islamisation 
of iran is traditionally referred to as Middle ira-
nian. This period saw a rise of writing systems 
in many iranian languages, while the peoples  
of eastern and Western iran developed in very 
different ways. sogdian was one of the languages  
of the eastern group. Christiane reck’s speech 
was on unpublished medical fragments in sog-
dian. One of the texts started with the following 
question, “How can one become a virgin again?” 
The response is badly preserved, it had a list  
of drugs and potions, many of which we cannot 
identify, unfortunately.

another eastern iranian language is Bac-
trian. nicholas sims-Williams from Cambridge 
presented an edition of an amazing Bactrian 
document. it stipulated the (almost slave-like) con-
ditions on which a man could leave his wife and 
children with his father. it is reminiscent of snokh-
achestvo (the term used to refer to illicit sexual 
relations between a pater familias of a peasant 
household and his daughter-in-law during the 
absence of his son) in russian villages in the  
19th century (especially when the man was con-
scripted), but the latter was not recorded of course. 

another Bactrian document, a pre-nuptial agree-
ment, stipulated a marriage between two broth-
ers and one woman (something that still happens  
in tibet, for example). 

ON ZOrOasTriaN apOcalypse
it may sound surprising but the main literary tra-
dition, so-called Pahlavi, the Middle Persian lan-
guage used by Zoroastrians, had its heyday as 
early as the eighth to ninth centuries, during the 
dominance of islam. it would seem that Pahlavi 
literature did not emerge in the context of the 
internal development logic of Zoroastrianism 
(with its emphasis on the oral tradition) but un-
der the influence of external circumstances: Mus-
lims could not stand pagans, or kafirs, but left 
alone communities practising other monotheistic 
religions, what they called People of the Book.  
in order to pass for people of the book Zoroastri-
an priests urgently needed to get their own writing 
culture which did not take long to emerge. 

under the rule of infidels, with oppressions 
and rapidly depleting numbers of followers, es-
chatological beliefs about the imminent end of 
the world and the arrival of the saviour spread 

among the remaining Zoroastrians. eschatology 
and the figures of saviours in the Pahlavi tradi-
tion were the subjects of speeches by Pooriya 
alimoradi (toronto) and artur ambartsumian  
(st. Petersburg). awaiting the Messiah, the sav-
iour, is also typical of the shia branch of islam, 
now prevailing in iran (a continuation of the Zoro-
astrian theme, perhaps?), Judaism and Christian-
ity. But awaiting the Messiah is not the only com-
mon thing between Judaism and Zoroastrianism. 
The Babylon talmud was created in Mesopotamia  
in the third to fourth centuries, during the rule 
of the Persian sasanian dynasty which practised 
Zoroastrianism. Many common concepts have re-
cently been found in talmud and Pahlavi literature 

which show the same mythological basis inter-
preted to suit the needs of very different religions. 
azadeh ehsani-Chombeli (tehran) gave a speech 
on similarities between fantastic sea creatures 
from Pahlavi texts and talmud.

eschatological expectations of Zoroastrians 
did not prove true. Both their religion and their 
literature in new Persian (Farsi) continued to ex-
ist alongside islam (speeches by Olga Yastrebova 
and aliy Kolesnikov, st. Petersburg); in the sev-
enteenth century French traveller Jean Chardin 
described the Zoroastrian quarter in the capital  
of the time, isfahan (Badrosadat alezadeh from 
isfahan). until today there are groups of Zoro-
astrians in Central iran and in Mumbai and over 
the last decades they have spread all over the 
world. One of the particularities (nearly non-
existent now) of the Zoroastrian ritualism is ex-
posing corpses so that they could be eaten by 
vultures and jackals on stone constructions called 
dakhmas (“towers of silence”). attendants of  
“towers of silence”, who were the subject of a 
speech made by anton Zykov (Moscow), were 
known as nasū-sālārs, which translates as “care-
taker of dead flesh, corpses”. in india nasū-sālārs 
were recruited from the lowest castes, while in 

iran they were specifically trained members of the 
Zoroastrian community; generally, one can tell 
that the attitude towards caretakers in Zoroastrian 
communities was similar to the way undertakers 
were treated by the surrounding population. 

THe "GOldeN aGe" Of muslim persia
The vast majority of the iranian population since 
the eighth century has been Muslim, and most 
speeches on iranian studies of the Classical and 
Postclassical periods were on islam, writing tra-
dition, history and arts. The small and currently 
unsafe afghan town of Ghazni in the eleventh 
century was the largest cultural centre. rulers  

Master Ali ibn Muhammad ibn Abul Qasim
Aquamanile
Bronze (brass), inlaid with silver
Muharram 603 / August-September 1206
The state Hermitage Museum
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of the Ghaznavid dynasty, Mahmoud and 
Mas’oud, collected the best libraries in the capi-
tal, invited the best scholars and poets, includ-
ing  the great al-Biruni and Ferdowsi. The speech 
from Viola allegranzi (Paris) was on descriptions 
of Ghazni in historical essays of the eleventh cen-
tury and the discoveries of italian excavations in 
the town. 

Ferdowsi (who did not fit into the court  
of Ghazni, by the way) with his epic of shah-
nameh gave rise to a considerable number of 
imitations which started emerging in the twelfth 
century and belonged to the more lower-class 
literature. One of the plot developments, the 
Barzunameh, famous not only for its poetic 
and prosaic versions, but also for its folklore 
versions (Gabrielle van den Berg, university 
of leiden). Mario Casari (rome) presented a 
poetic discussion from the fifteenth century be-
tween chess and backgammon for the first time. 
in iranian tradition backgammon is seen as a 
more advanced game, the Persian response 
to the indian chess. There were many speech-
es on various philological issues with regards 
to the classics of Persian poetry: Jalal ad-Din 
rumi (Mahmoud Jafari, tehran), nizami (Olga 

Davidson, Boston), saadi (arham Moradi, 
Marburg), nasir Khusraw (Morteza Mohseni,  
ahmad Ghanipour, Babolsar), Bidel (James 
White, Oxford) and also the “Kalila and Dimna” 
collection (shokoufeh taghi, uppsala).

in the historical section there was a sur-
prisingly low number of works on the period be-
tween the ninth and the fifteenth centuries, and 
the presented ones were based on numismatic 
materials (V.s. Kuleshov, st. Petersburg; Zahra 
Baseri, Morteza Bagloo, Hasan Karimiyan, teh-
ran; amirhossein salehi, siyamak soltani, tabriz; 
Michael O’neal, Washington). it would appear 
that at the moment the main narrative sources on 
iran and adjacent fields are fully integrated in the 
academic world and there is not much more to be 

revealed from them, while the numismatic mate-
rial keeps expanding (primary due to the spread 
metal detectors, sadly).

embassy Of persia TO siam 
aNd embassy Of GribOyedOv TO persia
There were, however, quite a number of  works on 
the safavids (sixteenth to early eighteenth centu-
ries). Qizilbash, turkic shia tribes from the terri-
tory of azerbaijan, in 1502 conquered all of Persia 
and the adjacent territories. Both the safavids and 
the following iranian dynasties (the afshars, the 
Qajars) originated from the Qizilbash who chal-
lenged the Genghisids. By the time of shah abbas 
(1524–1587) the safavid empire had reached its 
peak successfully waging wars against the sub-
lime Porte and the Mughal empire; this period 
saw the development of irrigation, crafts, monu-
mental construction in isfahan and direct interac-
tion with european countries. There are still plenty 
of written accounts left from the safavids which 
due to their volume and difficulty are only just 
drawing the attention of researchers. 

There were speeches on the safavids’ po-
litical history (rudi Matthee, newark; Charles  

Melville, Cambridge; Mohammad taghavi,  
tehran; roman siebertz, Vienna), religion, in-
cluding the spread of shia islam across iran 
(Peyvand Firouzeh, Cambridge); Ghulam ahya 
Hossaini, Göttingen; Maryam sabbaghi, Chi-
cago), studying documents (Meysam abdoli, 
Marziye Mortazavi, ali Mashhadi rafi, tehran), 
regional history (Yukako Goto, Kwansei; akihiko 
Yamaguchi, tokyo), particular poets and histo-
rian (Mohsen Bahramnejad, Maryam Musharraf,  
tehran) and even on the embassy of the safavids 
to siam (tomoko Morikawa, sapporo).

among the speeches on the Qajars in iran 
(1796–1925) a series of speeches stands out  
on the rise of the national identity of iranians 
and development of iranian studies in europe, 

Relief on the Behistun rock
Everybody is smiling
Kermanshah, Iran
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russia and iran. Yannik lintz (Paris) pointed out 
the re-usage of achaemenid reliefs in Qajar re-
liefs; reza Zia-ebrahimi (london) criticised the 
traditional model of iranian history as a chain  
of conquests of the country and the following ab-
sorption of the invaders; and stephanie Cronin 
(Oxford) wondered whether russian and soviet 
schools of Orientology can be considered “ori-
entalist” in the sense of edward said’s term “ori-
entalism”, that is studying a foreign culture while 
intentionally distancing oneself from an invariably 
imperfect object. There were a few speeches on 
distinguished academicians: agathangel Krymsky 
(Oksana Vasylyuk, Kyiv), Jan rypka (Majid Bah-
revar, Prague), Vladimir Minorsky (Denis Volkov, 
Manchester), arthur upham Pope (Yuka Kadoi, 
edinburgh), Henry Corbin (Janis esots, london).

One of the special sessions was dedicated 
to the diplomacy of iran, russia, Great Britain 
and “third countries” in the first half of the nine-
teenth century and concentrated around alexan-
der Griboyedov. The slaughter of the great poet 
and russian ambassador to tehran by a fanatical 
mob in 1829 remains a particular episode in the 
history of russian-Persian relations. a colleague 
from tabriz, clearly not entirely 
comfortable in the real world 
and offended for some reason 
by the picture of a camel in the 
logo of the conference (which 
was taken from a silver sog-
dian vessel in the Hermitage) 
sent me the following message 
in colloquial Farsi: “You are a 
camel yourself! a russian is an 
enemy of iran! Why do you put a 
camel into the logo for a confer-
ence on iranian studies? Have a 
bit of respect. if we are camels, 
so be it, but what are you, rus-
sians? The murder of a russian 
ambassador in iran is our big-
gest pride. He was slaughtered 
like a dog! Those who have 
gone there (st. Petersburg — 
P.B.) from iran are illiterate 
thieves…” Barely any modern 
iranians would put their name 
under this passage; good rela-

tions between the two countries are complement-
ed by a mutual liking on the personal level, which 
manifests itself by, for example, Persian spoken 
more and more often in the Hermitage halls but 
the example above demonstrates how the 1829 in-
cident is important for the iranian national identity. 
The speeches by nadezhda tarkhova (Moscow) 
and Firuza Melville (Cambridge) emphasize the 
considerable political and economic tensions  
between Griboyedov and the British mission in 
tehran and his plans to develop russian commer-
cial presence in iran (as we know, mobs are often 
directed by certain sentient forces). 

as a way of compensation for the carnage 
at the russian embassy, the iranian shah sent his 
grandson Khosrow Mirza with generous gifts. This 
redemption mission under a 16-year-old prince 
and the manuscripts presented as gifts are the 
subject of the speeches by George Bournoutian 
(new York) and Olga Vasilyeva (st. Petersburg), 
while lidia leontjeva (tartu) found at the tartu 
university library a very old copy of the “seven 
Thrones” by abd al-rahman Jami which had been 
presented to Griboyedov by Khosrow Mirza a year 
prior to the murder. 

firsT Time ever aT a museum
For the first time ever the European Conference of Iranian Studies was not held at a uni-
versity or another academic institution but at a museum, also with an extensive Iranian 
collection. This explains one particular feature that all participants will remember — its vast 
exhibition programme. A week before the conference an exhibition called “A Gift to Con-
templators” was launched dedicated to the travels of Ibn Battuta and showing the Islamic 
world including Iran in the fourteenth century and “Iran at the Hermitage”, with its seven 
halls of masterpieces of Iranian art and the panorama by Pawel Piasecki depicting the route  
of the Russian embassy from the Caspian Sea to Tehran. Our colleagues from the Institute  
of Oriental Manuscripts exhibited manuscripts in Persian and other Iranian languages from 
their funds, and the Russian National Library displayed illuminated codexes of Persian 
poets. 
During the preparation for the conference one theme kept coming up — the 3rd Congress on 
Iranian Art and Archaeology which took place on 10–16 September 1935, eighty years pre-
viously almost exactly to the day. No participants of that congress still work at the museum, 
obviously, but the memories were transferred from one generation to another and everyone 
still informally referred to our conference as a Congress. One of the exhibitions especially 
timed with the conference was designed to remind its visitors of the congress that took 
place eighty years ago during a hard time for our country and the whole world and which was  
a significant event. Participants were then greeted by Chairman of the Council of People's 
Commissars Molotov himself, the Hermitage was closed to the public for a week and eighty 
five of its halls were used for an exhibition of the Art of Iranian peoples with exhibits coming 
from the Hermitage collection, other museums of the USSR and delivered from museums  
in France and Iran. 
Times change and international congresses or conferences are quite common but remain  
a significant event in the academic world and in the memory of the participants.

Playing backgammon 
on the Sogdian mural
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PHOTOgRAPHIC 
CONSERVATION 
a recent addition To The state Hermitage, The scientific conservation laboratory 
for photographic materials (sclfm), complete with equipment and materials required 
in photographic conservation and research, Has found its Home in building Е 
Of The staraya derevnya restoration and storage centre.

the state Hermitage’s vast collection 
of photographs spans the history of international 
and russian photographic art from the earliest 
days till the present. some of the photos high-
light the busy life of the museum; others document 
the restoration of museum objects and the work  
of archeological expeditions. items of special 
value include the historical photographs from the 
Winter Palace and the imperial Hermitage.

until recently, the Hermitage had no labo-
ratory specializing exclusively in photographic 
conservation. The development of state-of-the-art 
laboratory and storage facilities as well as the 
training of highly-skilled conservators took many 
years of hard labour on the part of museum work-
ers and is a real tribute to the cooperative efforts 
of the state Hermitage, the andrew Mellon Foun-
dation and the Foundation of the american insti-
tute for Conservation. 

The partnership between the Hermitage and 
the andrew Mellon Foundation was initiated in 
2005 with the workshop “evaluating Photographic 
Materials: First stage of Conservation Planning”, 
which attracted many russian and international 
experts. The workshop identified key areas for fu-
ture collaboration and the Hermitage’s needs in 
photographic programmes.

implemented thanks to the practical co-
operation with, and support from, the andrew  

Mellon Foundation, the programmes started with 
curators and restorers examining, conserving and 
repairing daguerreotypes held in the Hermitage. 
These activities translated into the exhibition “The 
epoch of the Daguerreotype. early Photography 
in russia” and the publication of a catalogue.

in 2008–2009 an integrated database of 
the Hermitage’s historical photographs was cre-
ated following an in-depth study of the museum’s 
collection. The designs for the sClFM premis-
es and the storage facilities of the Department 
of the History of russian Culture (DHrC) were 
partly based on the recommendations provided 
by samuel andersen, a leading us architect and 
designer specializing in museum and laboratory 
spaces.

The collection of photos 
is being prepared to be moved 
to the rooms of the Restoration 
and Storage Centre "Staraya Derevnya”

tatyaNa sayatiNa 

Photoreproduction 
of the painting 
"Portrait of a Woman" 
by an unknown master 
of the Dutch school 
of the 17th century
Gelatin imprint
Before and after restoration
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THE LEVITSKY  
“LIgHT-PAINTINg” STUDIO

ON THE ExHIBITION OF WORKS BY THE RUSSIAN 
PATRIARCH OF PHOTOgRAPHY, SERgEY LVOVICH LEVITSKY, 

FROM THE HERMITAgE COLLECTION. 

The artworks from The state Hermitage collections presented 
in This exhibition Offer a look at The History Of russian photography 

Of The Nineteenth century Through The prism Of Time, 
avoiding The standpoint Of modern photography, with its inherent “immediacy” 

and completely different aesthetic views. 
it is No coincidence That The works chosen for The exhibition 

came from The best photography studio in st. petersburg, 
Opened in 1849 by The amateur photographer 

sergey lvovich levitsky (1819–1898). 

The scientific Conservation laboratory  
for Photographic Materials (the youngest labo-
ratory in the scientific restoration and Conser-
vation Department) was officially inaugurated  
on 1 september 2011. 

in 2015 a joint five year programme of the 
state Hermitage and the andrew Mellon Foun-
dation was completed, which involved museum 
staff training in photograph testing, cataloguing 
and documentation techniques; restoration and 
conservation of photographic materials; provid-
ing the laboratory with the required equipment 
and materials and designing new laboratory and 
storage facilities. The works were implement-
ed under the leadership of Paul Messier, Head  
of the lens Media laboratory at Yale university and 
the director of a private restoration studio in Bos-
ton; Vyachelav Fedorov, Head of the Department  
of the History of russian Culture; and tatyana 
Baranova, Head of the scientific restoration and 
Conservation Department. 

The andrew Mellon Foundation provided the 
funding to acquire storage and restoration equip-
ment and media as well as information resources 
for the laboratory (books and a photographic 
collection for training purposes). The Hermitage 
21st Century charity foundation made a valuable 
contribution to these activities. 

One of the priority tasks facing the labora-
tory at present is preparing DHrC photographic 
collections for relocation to the staraya Derevnya 
restoration and storage Centre. First, preliminary 
conservation has to be performed, which consists 
of dust removal and the packing of photos into 
acid-free envelopes and storage boxes. items  
in need of any repair are identified and entered 
in the sClFM schedule for subsequent restora-
tion. in 2012–2015 the laboratory cleaned up over 
10,000 photographs. 

Documentation is a major component of any 
conservation activities. The restoration assign-
ments and methods have to obtain the approval 
from a panel of Hermitage researchers and con-
servators. all stages of conservation works and 
their results are carefully recorded and photo-
graphed. The state Hermitage Museum has de-
veloped and effectively utilizes the conservation 
module of the CaMis information system.

The sClFM also actively pursues research 
and is fully equipped to perform paper acidity 
tests, tests for the migration of chemicals used 

for paper bleaching and tests to detect the photo-
activity of print storage and exhibition materials. 
as part of the collaborative project mentioned 
above, a portable x-ray fluorescence device was 
acquired to identify photographic techniques and 
chemical agents used for print toning. 

With the rapidly increasing number of pho-
tographic exhibitions mounted in the Hermitage 
in the past few years (works from the Museum’s 
own collection as well as visiting shows), moni-
toring of art objects during such events has 
become an important part of work undertaken  
by conservators.

art shows recently participated by our con-
servation experts include “William Carrick. Pic-
tures of russian life”; “The last emperor of rus-
sia. Family and Court of nicholas ii at the turn 
of the Centuries”; “The art of russian Masons in 
the 18th - 19th Centuries in the Hermitage Collec-
tion”; “The World of the russian nobility. under 
the Family Coat of arms and the imperial eagle”; 
“new acquisitions. 1997–2014”; “‘servants of the 
imperial Court’. livery Costume of the late 19th 
– early 20th Centuries in the state Hermitage Col-
lection”; “Gifts from east and West to the impe-
rial Court over 300 Years”, “Conservation in the 
Hermitage. Through the Prism of time”; “a Ves-
sel of eternal Joy: Japanese Miniature teapots for 
sencha tea from the Hermitage Collection”; and 
“‘remember the Day of Happy Meetings with your 
Friends…’ Celebrating the 80th anniversary of the 
iranian Congress in the Hermitage”.

The conservators also prepared photograph-
ic works for the exhibition “The levitsky ‘light-
Painting’ studio. early russian Photography  
in the Collection of the state Hermitage Muse-
um”, opened on 10 December 2015 and curat-
ed by n.Yu. avetyan, senior researcher, DHrC.  
The prints, executed in early photographic media 
(salt paper and albumen) and in differing states  
of preservation, were sent to the DHrC laborato-
ry by the scientific library of the state Hermitage. 
to introduce the viewers to the procedures used 
for carte de visite photographs by levitsky’s stu-
dio in the 1850s, special montages featuring both 
the print and the passepartout were developed 
by conservators for the exhibition. Photography  
in reflection and macrophotography of the prints 
on salt paper were also performed to display the 
use of varnish for the shaded parts and white 
paint for the lighter areas. H
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levitsky’s legacy is so significant and diverse that it makes the master’s work, without exaggeration, a pre-eminent 
contribution to the history of russian photography. Confirmation of this contribution comes from the unofficial 
title given to levitsky by his contemporaries: “The Patriarch of Photography.” Over more than 40 years of artistic 
endeavour, levitsky created thousands of prints, which have subsequently become, on many occasions, the core 
works of exhibitions dedicated to nineteenth century russian photographic art. 

We are presenting levitsky’s works from the state Hermitage collection in this volume for the first time, 
not only introducing museum goers to one of levitsky’s most brilliant creative periods (1854–1859), but also 
showing the first steps taken using the wet-plate photography technique in russia. Prior to this, levitsky had 
managed to achieve truly great success at home, primarily as a daguerreotypist. levitsky gained his profes-
sional experience in France, and this experience, combined with his artistic taste, and the constant striving 
for technical excellence in his works, and his rare organizational skills, enabled levitsky to occupy a special 
position in the russian photography community. according to his contemporaries, levitsky had an enormous 
influenceon the development of russian photography, which made a significant step forward in a short time 
thanks to levitsky’s work. 

The photographic explorations started in the 1840s and continuing into the next decade made those years, 
as levitsky himself appropriately stated, a time of “photographic alchemy,” an era of the most active profes-
sional experiments. russian photographers, like their european counterparts, were interested in the increasing 
possibilities of photography on paper, and aggressively searched for new ways to improve it. The arrangement  
of major players in the st. Petersburg photography business changed completely in the first half of the 1850s: 
only those who did a lot of experimenting, not only as artists, but also, increasingly, as chemists, made the cut as 
the best and most successful. levitsky himself, being an avid fan of daguerreotypes, was nevertheless well aware 
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of the possibilities of negative-positive processes, as he expended significant effort and material resources on 
scientific research and technological development. levitsky’s workshopalready had a special department where 
portraits were made on paper by this time. This department was expanded significantly in 1852, and started creat-
ing “samples of rare perfection”. The cooperation between levitsky’s Photography Workshop and the outstanding 
military engineer and inventor alexander ilyich tchaikovsky (1823–1881), which continued more than four years, 
became an important milestone in the work of both masters, and made it possible to raise levitsky’s business  
to a new level. levitsky’s studio continued to be considered the premier photographic establishment in  
st. Petersburg at the end of the 1850s. 

today it’s hard to imagine the difficulties faced by photography masters in their practice in the middle of the 
nineteenth century, from organizing the shoot, photo-exposure, and image development, to printing and designing 
the shots. That is why the exhibition organizers opted not only to display  artistically remarkable works of levitsky, 
but also to display those prints that illustrate the complexity of the transitional period in photography, underlining 
the hand-made feel of these works.

The eighty seven pieces in this exhibition fully reflect the characteristic search for imaginative solutions,  
so common for this period of levitsky’s creativity, and familiarize Hermitage visitors with the particularities  
of illumination, retouching and various examples of print design. The exhibition presents examples both of eve-
ryday products made by the levitsky studio, and unique prints made by the master for the imperial collection. 

This exhibition is a continuation of another exhibition — “The era of the Daguerreotype. early Photography 
in russia” — which was successfully held at the Hermitage in 2011–2012 (see Hermitage Magazine issue 18),  
and introduces museum goers to the stages of formation of negative-positive processes using the example  
of levitsky’s Photography studio, one of the most famous and successful photo studios in st. Petersburg. 

Portrait 
of an Unknown Woman
1856–1857
albumen print

Portrait of Countess 
Ekaterina Ribeaupierre 
(1788–1872) 
From the album 
of the Princes Yusupov 
1856–1857
albumen print

Portrait 
of an Unknown Woman
From the album 
of the Balashovs
1856–1857
albumen print
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All the fantastic art, starting with Bosch, Breugel, and even Goya. Bosch’s carnival  
figures, the huge series of small drawings of dwarves and ugly creatures, are transformed 
and dressed up: some of them are in barrels, some have pots on their heads. I asked my 
son to make a whole stove of tiles for me — he copied Bosch.  

This frightening Goya — this is the one I like. 
I have not otherwise managed to embrace Spain. 
Although I love Miró and Picasso and Dali, and many 
others from Spain… I travel a lot — and I know my 
countries. With France it’s the opposite — it feels 
like home there. The same is true with England and 
with Italy.

Breugel is, of course, a celebration; one  
of the most festive people in the world. And his fes-
tivals, children’s games, fairs, carnivals are a libera-
tion from everything. Here, ‘in a Breugel’ is the one 
of the most essential environments for me. 

Then there is this “bouncing off” through  
Callot. He also has a fantastic series; I learned movement from Callot. 

Tiepolo’s Pulcinellas… Several hundred great paintings, I collected, studied, and from 
them took inspiration for my own characters.  

The sTaTe 
of celebraTion

There are Two worlds That are a constant source 
Of fascination To me; fantastic art and Humour. 
everything i like lies between The Two: in cinema, in painting, 
in literature, everywhere. some Things are closer 
To The Grotesque, absurd, surreal; Others To warmness, 
To Humour and celebration. everything is between The Two, 
and i like it The most when both are present.

Hieronymus Bosch 
The Garden 
of Earthly Delights 
(1500–1510) 
Prado Museum
spanish Painting Hall

Francisco goya 
Perfect Folly 
(circa 1815–1824) 
The state Hermitage Museum

Francisco goya 
Carnival Folly 
(circa 1815–1824) 
The state Hermitage Museum

Pieter Breugel 
the Younger 
Fair with a Theatrical 
Performance 
(first half of the 17th century)
The state Hermitage Museum

giacomo Leonardis. 
Carnival (second half
of the 18th century) 
The state Hermitage Museum 

giovanni Domenico 
Tiepolo 
Horseman 
with Pulcinellos 
(1770–1790s) 
The state Hermitage Museum

Caspar David Friedrich 
Sunset (Brothers) 
(between 1830 and 1835)
The state Hermitage Museum

I “touched” on romanticism a little bit: I need a fantastical feeling in life; it has  
to be unreal. Hence this Friedrich, with all these backs turned: mystery, fear, danger, strange 
figures, a lonely man standing on a hill. Then, the Symbolists. My favourite is, perhaps, 
Böcklin. This bird flying out of the window… I often come back to Isle of the Dead. Böcklin 
is close to Goya, along the same lines.

What I love most are the Surrealists. First of all, Ernst and his Seven Elements 
series. One of my friends went crazy about this series, left reality and cannot come 
back to it. I think it is one of the most powerful phantasmagoria series. And of course, 
even though it is so simple, Magritte. I was surprised. I look at the pictures and 
they are quite naïve. But when I saw the originals in New York, I could not believe  
my eyes: his magic is so strong, so powerful! Magritte’s line is continued through 
Böcklin. 

Dali is more of an eccentric character for me than an artist. I think he is a great 
clown, but his paintings don’t touch me. Among “my” Symbolists there are, of course, 
some Russians: Somov, Musatov, Vrubel, Petrov-Vodkin and others; they are all very 
bright. In their colourfulness lies an expression of life’s rich tapestry. Kustodiev and 
Petrov-Vodkin for me are those who feel this feast of life. Even the one who paints 
women wearing scarves…

The Flemish focus more on a celebration of the body. It’s not what I like. I want  
a celebration of the soul; joys and games.
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iN I hate parody. Arkady Raikin once said that 
if you want to make fun of something, you have 
to be even more sensitive about the cause than 
what you’re mocking.  
This is essential. Or like in Monty Python — 
revel in destruction of the world. 
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Paul Klee
Angelus Novus
1920
Oil and watercolor on paper
31.8 x 24.2 cm
The Israel Museum, Jerusalem

 Walter Benjamin, “Passagenwerk”, 1939:

“A Klee painting named ‘Angelus Novus’ shows an angel looking as though he is about to move 
away from something he is fixedly contemplating. His eyes are staring, his mouth is open, 
his wings are spread. This is how one pictures the angel of history. His face is turned toward 
the past. Where we perceive a chain of events, he sees one single catastrophe which keeps piling 
wreckage upon wreckage and hurls it in front of his feet. The angel would like to stay, awaken 
the dead, and make whole what has been smashed. But a storm is blowing from Paradise; 
it has got caught in his wings with such violence that the angel can no longer close them. 
The storm irresistibly propels him into the future to which his back is turned, while the pile 
of debris before him grows skyward. This storm is what we call progress.”

GOya
CHILDREN

EL GRECO
THE spaNIsH COLLECTION



El GrEco. 
“Saint PEtEr 
and Saint Paul”

There is 
neiTher Jew 
nor Greek
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apostles of Christ. Christ gave them a big haul of fish, and then saved their boat when there was too much 
fish. peter became one of the first and best-loved of Christ’s disciples, following him continuously. There 
is an icon where Jesus is washing his disciples’ feet, and very often it is peter whose feet he is washing. 
and another icon, the well-known scene of the Transfiguration, where Christ reveals his identity as the son 
of God: three of his disciples were present there, John, James and peter. all three fall to the ground at the 
mountain when they see it; peter is falling on the left. There is also the great Saint Peter by Van Dyck. 

During the Last supper, Christ already knew that peter would betray Him. and peter did: he renounced 
Jesus several times when he was arrested and taken to trial; he betrayed Him, and afterwards repented. 
There are several paintings on this theme at the Hermitage, for example The Denial of Saint Peter by the 
Flemish artist Gerard seghers. The moment of peter’s denial and repentance is a very important one, both 
in his own life and in a philosophical sense. There is a whole genre in painting known as The Repentance 
of Saint Peter. 

It is interesting to look at portraits of peter in different emotional states. We can see him repenting  
in one painting, preaching in antioch in another and imprisoned in Rome in another. There are many paint-
ings depicting his liberation. In Murillo’s painting an angel leads peter out of prison. as we know, peter 
became Bishop of Rome, and popes have been his successors since that time. This is why there is a sculp-
ture of peter in saint peter’s Basilica in Rome. During Nero’s persecutions of Christians he was arrested 
and executed. His crucifixion is depicted in a fascinating painting by Caravaggio. at the Hermitage there 
is a painting which was first attributed to Caravaggio when it was acquired, but is in reality by Leonello 
spada: The Martyrdom of Saint Peter. 

The apostles, when depicted separately, are static. In the El Greco painting, by contrast, they are de-
picted together. El Greco is always very dramatic, even hinting at hysteria, but this painting is particularly 
dramatic. This is a crucial episode in the development of Christianity: saint paul came to antioch to preach 

Feofan Grek
Apostle Paul (fragment)
The last quarter of the 14th century
210 x 117 cm
Cathedral of the annunciation 
in Moscow Kremlin

El Greco 7  was a Greek artist who lived in spain and Italy and became spanish, bring-
ing to spanish art, which was already quite intense, a certain special Byzantine-Greek influence. 

Looking back through history, 200 years before El Greco, Theophanes the Greek (Feofan Grek),  
the great Russian-Greek artist was painting churches in Novgorod, and despite the difference in time it is 
interesting to compare them, giving us as they do considerable pause for thought. 

peter and paul are two major figures in Christianity. Every figure has its own symbols. 
peter holds a key. simply put, it is the key to paradise; but he has to have two keys, to open and  

to close sins. 
paul always holds a book. sometimes he has a sword, but not here. paul is almost always depicted 

bald, with a beard and a long face. It is generally believed that here paul is a semi-self portrait of El Greco. 
yet El Greco had several faces that he used in his paintings, often making them look like him. 

peter was always more simple. sometimes he is depicted bald, sometimes not. He often has curly 
hair (not here, but some other peters that we have at the Hermitage do). The two main figures are also 
easily recognizable in Russian painting and icon painting: in a Russian church iconostasis they are always 
placed at the ends of the most important row of icons. The Hermitage holds excellent examples of differ-
ent depictions of Jesus, peter and paul by different schools: Moscow, Novgorod, and the Northern school. 

paul is one of the greatest figures in the history of Christianity. an apostle who was not one of Christ’s 
companions, he converted to Christianity after Jesus’ death. a very well-educated, religiously exalted per-
son, he was, like many Jews, waiting for the Messiah, and was aggrieved and angered when a man who 
died on the cross started being considered the Messiah. and then the great miracle that is depicted on 
paolo Veronese’s Conversion of Saul occurred. This was on the road to Damascus. saul (he changed his 
name to paul when he converted to Christianity) was going down the road, and suddenly his horse threw 
him off, and he heard a voice coming from the sky: “saul, saul, why do you persecute me?” “Who are you, 
Lord?” “I am Jesus, whom you are persecuting.” In this fascinating painting people and horses are scat-
tered around, there is a voice coming from the sky, light shining down from the heavens and a man lying 
in steel-blue clothes: saul, having fallen to the ground, is looking at the sky and listening to the voice. saul 
went blind. a Christian, ananias, laid his hands on him, and saul regained his sight, converted to Christi-
anity, changed his name and started preaching. at the Hermitage there is a wonderful painting by panini, 
Apostle Paul Preaching on the Ruins. 

He ended his days in Rome under Nero. They say Nero used the fires in Rome to persecute Christians. 
paul and peter, who by that time had come to Rome, were executed, too. paul was beheaded, so he is often 
depicted with a sword, which is at the same time the sword of the church and the one he was beheaded 
with. They came together in death. 

peter is a very simple man. He was a fisherman. There is an English tapestry in the Hermitage, made 
from Raphael’s sketches, which depicts the fisherman peter together with andrew becoming the first 

during the 70 years of Political atheism in russia the Hermitage  
Paintings and Exhibitions on biblical themes were the Source  
of knowledge on the bible, religious dogma and Events. we Should keep 
in mind this role of museums when discussing where things Should be kept: 
in churches or in museums. Spirituality, including religion, was Preserved 
in russia thanks to museums: they allowed you to See what you could not 
See anywhere Else. M
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y Feofan Grek
Apostle Peter (fragment)
The last quarter of the 14th century
210 x 107 cm
Cathedral of the annunciation 
in Moscow Kremlin
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and reprimanded peter for his inappropriate behaviour, and this inappropriate behaviour is a somewhat 
important chapter in the understanding of how Christianity was born. In the Epistle to the Galatians paul 
describes an episode which is most likely depicted here: “But when peter came to antioch, I resisted him  
to his face, because he stood condemned. For before some people came from James, he ate with the Gen-
tiles. But when they came, he drew back and separated himself, fearing those who were of the circumcision. 
and the rest of the Jews joined him in his hypocrisy; so that even Barnabas was carried away with their 
hypocrisy. But when I saw that they did not walk uprightly according to the truth of the Good News, I said 
to peter before them all, ‘If you, being a Jew, live as the Gentiles do, and not as the Jews do, why do you 
compel the Gentiles to live as the Jews do?’” a very emotional speech. 

The Gentiles and the Jews… They say that one of the apostles was called a Gentile, and the other a Jew. 
peter came to antioch and at first stayed together with the Gentiles, the Hellenes, and ate with them, thus 
violating the Jewish laws, but then rejected this and joined the group of early Christians who considered 
it obligatory to obey the law while believing in Jesus, so they complied with all the Jewish rites and rituals. 
But it is not through law that man can be saved; he has to believe in God: it is faith that triumphs over sins, 
not obeying the law. This is a very important issue for every religion. The Gentiles (they were also called 
Hellenes) became Christians. But the Hellenes and Gentiles were always separated by a gulf; they were 
completely different peoples. one considered everyone equal and that the past must be forgotten; the other 
part of Judeo-Christians believed the law had to be strictly respected. 

peter hesitated and went from one group to another. In the painting paul, his hand on the book,  
is lecturing peter in the presence of others. peter is shrink-
ing; you can see tears in his eyes: he knows that he is right-
fully condemned. Here, in this sermon, paul said what may 
be the most important words for believers and non-believ-
ers alike. 

Having reprimanded peter, paul then spoke to all  
the people: “so that the law has become our tutor to 
bring us to Christ, that we might be justified by faith. But 
now that faith has come, we are no longer under a tutor.  
For you are all children of God, through faith in Christ  
Jesus”. and then the most important idea: “There is neither 
Jew nor Greek, there is neither slave nor free man, there 
is neither male nor female; for you are all one in Christ  
Jesus”. This famous phrase, “there is neither Jew nor Greek” 
defines all Christians as one and the same nation; a united 
people, where everyone is equal. people are not divided 
into different ethnicities. It is this idea of teaching that made 
Christianity conquer, attract and unite the whole world. and 
to this day this idea is one of the most important ethical 
precepts.

I once went to a grotto in Malta, where paul suppos-
edly found shelter after a shipwreck. He was a brilliant 

preacher; we know many of his famous sermons. When he was preaching to philosophers in athens  
(he knew philosophy very well himself, and many of them listened to him and followed him), he came to  
a cemetery in athens and saw many of the monuments. paul was terrified: there were so many idols every-
where in athens, and one of the gravestones read:  “To an Unknown God”. He came out and said: “What 
therefore you worship in ignorance, this I announce to you”. and then he explained all the principles  
of Christianity. 

Here, in this painting, some of the most important words in the Christian teaching left by the apostle 
paul are being uttered. We are very lucky to have such a painting at the Hermitage. It is a piece of art that 
prompts one to contemplate what is more powerful: the image or the spoken word. The spoken word usu-
ally has more power than the image; sometimes the image can replace the spoken word. But here we have 
a wonderful example of an exceptional unity of words and image — this is exactly what El Greco wanted  
to convey in this painting.  

 Fransisco Pacheco 8 . 
 “The Art of Painting” (1649):

“…Domenico Greco was ahead  
of everyone else in his work with colour. 
So I was greatly surprised when having 
asked Domenico Greco in the year  
1611 which was the more difficult: 
drawing or colouring, he answered  
that colouring was. Yet this was not  
as amazing as it was to hear him speak 
with so little regard for Michelangelo 
(who is the father of painting)  
and say that he was a good man but  
did not know how to paint.” 

ABB16_Ads_GenericAd_231x285.indd   1 09.12.15   14:53
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SPAniSH ArTiSTS 
FroM 
THe HerMiTAGe: 
THe World oF 
el Greco, riberA, 
SurbArAn, 
VelÁZQueZ, 
Murillo And GoyA

E x h i b i t i o n  h a l l  h E r m i t a g E  a m s t E r d a m

n o v E m b E r  2 0 1 5  –  m a y  2 0 1 6

This exhibition should be a real Treat for art lovers, 
for They can see very few spanish paintings 
in Dutch museums. Nor can Dutch connoisseurs indulge 
in many Temporary spanish Displays. in fact, 
The one and only exhibition “velÁZQueZ and his Times” 
held in The rijksmuseum Dates back To 1985.s
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Traditionally, the first visitors 
in each new exhibition 
in the center Hermitage Amsterdam 
are media professionals



amsterdam is travelling in time from the elegant 
age of Empire style to the golden age of span-
ish painting with the arrival of the finest spanish 
works from the Hermitage collection, the second 
largest after that of spain.

The golden ages of spanish and Dutch paint-
ing coincide, falling in the same period from the 
second half of the sixteenth to the end of the sev-
enteenth century. Today, they will join together  
in the exhibition hall 1 Hermitage Amsterdam.  
at the end of 2014 its wing accommodated a per-
manent Portrait Gallery of the Golden Age display 
of the Rijksmuseum and the amsterdam Museum’s 
collections. This includes works in the unique 
group portrait genre 2 by Rembrandt’s contem-
poraries, such as the famous Night Watch 3.

In the Golden age the Netherlands were  
a province of the Holy Roman Empire governed 
by the spanish kings, Charles V and later his son 
philipp II. The incidents of cruel spanish govern-
ment under philipp II were rendered in an anon-
ymous seventeenth century work The Allegory  
of the tyranny of the Duke of Alba in Netherlands 
as well as in the armory of the time. 

The centerpiece of the Hermitage exhibi-
tion is made up of works by the acclaimed span-
ish masters El Greco, Velásquez, Murillo and  
the crowning jewels of the museum’s collection: 
The Apostles Peter and Paul, Portrait of a Young 
Man in Profile (1616–1617), Portrait of Count-Duke 
of Olivares (1638) and Immaculate Conception 
(c.a. 1680).

1   
at the end of autumn 
the exhibition hall 
closed its Alexander, 
Napoleon and Josephine 
display

2   
you can read further 
about the Hermitage 
group portrait exhibition 
in the article 
Men in Black (№ 20).

3   
Rembrandt’s 
Night Watch 
is still on display 
in the Rijksmuseum

Portrait of the actress Antonia Zarate (1811) 
is the only canvas by Goya the Hermitage dis-
plays; nevertheless, the museum has provided  
a large number of his graphic series, such as Bull 
Fight and the Horrors of War.

a temporary exhibition gives a unique 
opportunity to combine different art objects. 
For example, there are no permanent displays  
of graphic works, for they require certain light 
conditions. Likewise, paintings are rarely dis-
played alongside fine art. The last time this was 
ventured was in the current exhibition of the  
Rijksmuseum. 

The exhibition hall Hermitage Amsterdam, 
though not in possession of a collection of its 
own, can craft temporary exhibitions combining 
paintings, graphics, drawings and fine art ob-
jects. The curators of the Spanish Masters from 
the Hermitage display also achieved this. Visitors 
can not only admire the fine examples of span-
ish painting, but also indulge in the atmosphere  
of the time. They can enter a wealthy seventeenth 
century casa, follow in Columbus’s footsteps 
while examining aztec exhibits, and sympathize 
with rebellious Dutch nobles violently murdered 
at the Duke of alba’s orders. 

The chosen period implies that the exhibi-
tion should finish with Goya. However, another 
famous spanish artist pablo picasso could not 
be overlooked. Dutch visitors will have a chance 
to see one of his beautiful still lifes, two drawings 
and ceramics.

Her royal Highness Princess beatrix receives 
from the director of the Hermitage Mikhail Piotrovsky 
a gift — his book My Hermitage. 
on the left we can see Katelyayn broerse, the director 
of the exhibition center Hermitage Amsterdam

Spanish art of the 19th century is also presented 
at the exhibition. Here is an attentive visitor 
taking a closer look on the painting Ballerina 
by Vicente Palmaroli Gonzalez
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 A.n. benois. “Guidebook to the Picture Gallery of the imperial Hermitage”:

“The Imperial Hermitage (unlike the Berlin Museum) cannot be seen as a systematic 
collection that can be used to study art history. The character of the collection rather reflects 
the personal tastes of the Russian tsars or those of the collectors who donated all their 
acquisitions to the Hermitage. Crozat, von Brühl, Walpole, Catherine II and Nicholas I — 
each of them contributed to the creation of what later became the main museum 
of the Russian state. But they did not try to present a comprehensive image of the history 
of painting; all they wanted was to be surrounded by beautiful objects. The collections 
compiled over the course of two centuries, however, covered major swathes of the artistic past. 
Some epochs and countries are in fact quite fully represented at the Hermitage.” 

the Hermitage collection of old 
Spanish masters’ Paintings is one 
of the most important outside Spain. 
it includes works of art beginning 
from the international Gothic 
of the 15tH century up to the beginning 
of the nineteenth century. its core 
consists of Paintings by “Golden age” 
artists, from the Second Half 
of the Sixteenth century to the End 
of the Seventeenth century. 
the diverse collection incorporates 
masterpieces from all the famous 
Spanish Painters: El Greco, ribera, 
Zurbarán, VeláZQueZ, murillo 
and Goya, and was Started during 
the reign of catherine ii.

The sTory of The hermiTage collecTioN of spaNish paiNTiNg 
of The fifTeeNTh To The begiNNiNg of The NiNeTeeNTh ceNTury
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Paintings by Spanish masters, acquired by Catherine II
The spanish paintings collection was started when  
Catherine II 4  created the Hermitage picture gallery in 1764. 
paintings by spanish masters were very rarely seen on the 
art market in the eighteenth century; only the names Ribera, 
Velázquez and, most of all, Murillo were known. The great 
paintings by Murillo were purchased for the empress in paris, 
with the help of prince Dmitry Golitsyn who played a major 
role in the creation of the Hermitage paintings collection. 
Well-educated, communicative and interested in science, 
literature and the arts, Golitsyn was part of enlightened 
French society and a friend of Diderot, joining him on vis-
its to salons and private galleries. Diderot personally sent  
Catherine II one of Murillo’s best paintings, Rest on the 
Flight into Egypt, purchased in 1768 from the collection of 
Jean Gaignat, the former secretary of Louis XV. several years 
later, in april 1772, prince Golitsyn purchased two works by 
Murillo — Boy with a Dog and Girl with Fruits and Flowers 1, 
from the collection of Étienne François de Choiseul, the for-
mer foreign affairs minister of Louis XV. The same year the 
famous paintings collection of Louis antoine Crozat, Baron  
of Thiers, including the magnificent small Holy Family  
by Murillo, was brought from paris to saint petersburg.  
some other paintings were also purchased in paris. 

another valuable acquisition was made in England.  
In 1779 Catherine II managed to purchase for the Hermit-
age the famous collection of Robert Walpole (1676–1745),  
the prime Minister of Kings George I and George II. The 
sale of one of the best galleries of England was decided on  
by his grandson. seven spanish paintings came with Walpole’s 
collection, including such masterpieces as Adoration of the 
Shepherds and Immaculate Conception by Murillo. 

In 1773 Catherine II ordered three paintings from spain 
for the portrait gallery of European ruling monarchs and  
their heirs (in the Chesmensky palace). The portraits  
of King Charles III, his son Charles, prince of asturias (the 
future King Charles IV), and the heir’s wife Maria Louisa  
of parma were painted by the court painter Mariano Maella; 
they were brought from Madrid in the late 1770s 2. 

one of the most valuable works of the Hermitage col-
lection, The Lunch by Velázquez, was also purchased in the 
eighteenth century. It was acquired, however, as a painting  
by an unknown Flemish master, and only in 1895 was attributed 
to the great spanish artist. The source of this painting remains 
unknown. 

about twenty paintings in total 
signed by spanish artists were pur-
chased during the reign of Catherine 
II, but not all their attributions were 
confirmed later.  

spain, late in its development, 
was incomparably healthier and 
simpler than Italy. It was ruled by the 
awe-inspiring Inquisition and the 
decadent Habsburgs, but the people 
itself, in all social strata, even in the 
highest, in the seventeenth century 
were as naive and untarnished as 
they had been in the Middle ages. 
There was nothing like the over-ed-
ucation and sophistication that we 
can find in the Italian culture of the 
end of the fifteenth century onwards.  
The most progressive spanish paint-
ers of the end of the sixteenth and the 
beginning of the eighteenth centuries 
are full of childlike faith. Their daily 
lives are simple, and they express 
this with perfect sincerity. The uni-
formity of artistic exploration, as well 
as that of the subjects themselves, 
is quite remarkable. The spanish 
masters painted either portraits — 
indulging the proud aristocratic as-
pirations inherent to the nation — or 
religious pieces. In spain there could 
be no anti-pagan iconoclasm like the 
one Florence saw in savonarola’s 
days for the simple reason that the 
local painters themselves were far 
from any kind of paganism. The In-
quisition became so deeply rooted  
in the country precisely because this 
institution was quite popular there  
and was considered necessary even 
by the enlightened intellectuals. 

Purchases of Alexander I
alexander I, following the example of Catherine II, tried to re-
plenish the Hermitage collections. In 1808 the main custodian 
of the paintings gallery Franz Labensky was sent to the director 
general of the museums of France, Dominique Vivant Denon. 
Labensky lived in paris for over a year and together with Denon 
looked for works of art worthy of the Hermitage. Later Denon 
continued to buy and send paintings to the Hermitage for sev-
eral years. Until recently, his name was commonly associated 
with the acquisition of two grandiose works by Murillo: Isaac 
Blessing Jacob and Jacob’s Dream. It was later revealed, how-
ever, that the French museums director was not directly related 
to their purchase, although he might have played an indirect 

1    
Unfortunately, in 1930 this painting 
was given to the pushkin state Museum 
of Fine arts (Moscow).

2    
all the paintings were kept 
in the Chesmensky palace until 1830, 
and were then transferred to the English 
palace in peterhof and to the Hermitage 
in the 1920s. 

bartolomé esteban Murillo
Boy with a Dog 
spain. Second half of the 1650s

Canvas, oil. 70 x 60 cm
The state Hermitage Museum
Inv. № ГЭ-386

luDMila kagaNe

“Spain, late in its development, was incomparably healthier and simpler than Italy.  

It was ruled by the awe-inspiring Inquisition and decadent Habsburgs, but the people 

itself, in all social strata, even in the highest, in the 17th century were as naive and 

untarnished as they had been in the Middle Ages. There was nothing like the over-

education and sophistication that we can find in the Italian culture of the end of the 

15th century onwards. The most progressive Spanish painters of the end of the 16th 

and the beginning of the 18th centuries are full of childlike faith. 

Their daily lives are simple, and they express this with perfect sincerity.  

The uniformity of artistic exploration, as well as that of the subjects themselves,  

is quite remarkable. The Spanish masters painted either portraits — indulging the 

proud aristocratic aspirations inherent to the nation — or religious pieces. In Spain 

there could be no anti-pagan iconoclasm like the one Florence saw in Savonarola’s 

days for the simple reason that the local painters themselves were far from any 

king of paganism. The Inquisition became so deeply rooted in the country precisely  

because this institution was quite popular there and was considered necessary even 

by the enlightened intellectuals.

<...> In Italy, starting from the second third of the sixteenth century art  

is almost exclusively concentrated on the formal tasks. “Substance” is almost forgot-

ten. But the same formal issues, upon their arrival (quite a late one) to Spain, get 

substance to them again, and thus these forms receive more strength and impres-

siveness. There was no “empty religious art” — like the one that started with Sarto 

and Correggio and that the Bologna academicians could not contest — in Spain during  

its golden age of culture, and the “beautiful, but empty words” could make appear-

ance there only in the very end of the seventeenth century, under the influence 

of foreign masters. But the Spanish masters could give an air of importance and  

solemnity not only to religious paintings, not only to portraits, but even to depictions 

of still life. The approach to art in itself was different from the Italian one. Italians 

were always in search of virtuosity, solving technical problems for the sake of giving 

more lightness to the painting. Spanish artists, on the other hand, liked solemn and 

rigorous manner, and even the two most elegant and light Spanish painters, Murillo 

and Claudio Coello, seem reserved, impassive and contemplative compared to their 

Italian counterparts (for example, Fetti and Luca Giordano).”

A.N. Benois. 

“Guidebook to the Picture Gallery of the Imperial Hermitage”
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role. The paintings were part of the series which had been a 
constant focus of connoisseurs’ attention since its creation. 
In the eighteenth century there were talks about its sale, and 
Catherine II signalled an interest in acquiring it. Nonetheless, 
the series was taken out of spain only later, and in disparate 
pieces, during Napoleon’s invasion. Isaac Blessing Jacob  
and Jacob’s Dream got into the hands of William Coesvelt  
and Edmund Burke, the Dutch ambassador to spain. They  
secretly sent the paintings to paris, put them into one of the 
bankers’ houses and in 1811 presented them to the Russian 
embassy. alexander I accepted them immediately. 

The selling of these two works by Murillo reflects the 
tragic events of the beginning of the 19th century in spain.  
In 1808 Napoleon’s army invaded. a liberation struggle began 
and a temporary government established. The country was in 
ruins, devastated by unrest and financial problems. The French 
generals took property from churches and monasteries on 
pain of death, while the temporary government needed money  
to wage war and sold works of art which collectors bought  
up very cheaply. 

That is when Coesvelt started his collection. He lived  
in Madrid from 1801 and was a representative of the largest 
Dutch bank, “Hope & Co”. He met the painter George augus-
tus Wallis who was sent from England to the Iberian penin-
sula in 1807 by the dealer William Buchanan to look for paint-
ings on sale. art dealers were primarily interested in works 
by Italian and Flemish painters, and there were many of them 
in spain. But Wallis could appreciate works by local artists 
as well, and for this reason he is sometimes called the “first 
herald” of spanish painting. Due to the difficult circumstances 
Buchanan’s agent ran out of money: the English and French 
banks where he could source funds were either bankrupt  
or granted loans with very high interest rates. Coesvelt helped 
Willis financially and, in turn, used the artist’s knowledge and 
taste to create his own collection of spanish and Italian paint-
ings. In 1814 Coesvelt exhibited them in amsterdam.

In the meantime, on 31 March 1814, after the victory over 
Napoleon, alexander I triumphantly entered paris at the head 
of the allied forces. at the end of June he went to Holland and 
visited amsterdam. Coesvelt, who had earlier successfully 
sold Murillo’s paintings to the Russian emperor, suggested 
some more paintings to him. alexander I visited the gallery  
and bought the entire spanish part of the collection. 

The interest of alexander I in spanish painting was not 
accidental. political events of the beginning of the nineteenth 
century put spain at the centre of Russian public attention.  

Napoleon’s war against Russia, started in 1812, strengthened 
the sympathies with the country; spanish partisans courageous-
ly fighting the occupying forces were compared to Russians. In 
1813 spanish soldiers who did not want to fight against Russia 
in Napoleon’s army rendered themselves as prisoners of war. 
alexander I protected them, and they were housed in the Tsar-
skoye selo casern. The Russian emperor ordered the creation 
of two battalions which were referred to as “alexander’s bat-
talions”. In the second decade of the nineteenth century spain 
was no longer a far-away, exotic yet gloomy, country for the 
Russians as it was before, and the influence of spanish themes 
in Russian culture became considerable. It is thus quite clear 
why alexander I bought the spanish paintings from Coesvelt. 

a total of 84 paintings were delivered to saint peters-
burg in three consignments in 1814 and 1815. such a collec-
tion of spanish paintings was unique for the beginning of the 
nineteenth century in terms of the number of artistic schools 
represented (Valencia, Toledo, seville, Madrid), the number 
of artists, the high quality of the paintings and the variety  
of genres. The Hermitage received works by great masters:  
El Greco, Ribera, Zurbarán, Velázquez, Murillo, includ-
ing such masterpieces as Portrait of Count-Duke Olivares  
by Velázquez and Childhood of the Virgin by Zurbarán. along 
with them, magnificent paintings by other artists, less famous 
but nonetheless well known, were received into the collection: 
Luis de Morales, Juan pantoja de La Cruz, Francisco Ribalta, 
pedro de orrente, Juan Bautista del Maino, antonio de puga, 
antonio de pereda and many others. 

almost at the same time as the Coesvelt collection,  
in 1815 alexander I bought part of the Malmaison gallery of 
the empress Josephine in paris. separate halls were chosen 
in the Hermitage for the new acquisitions. The spanish paint-
ings sent by Coesevelt were put together with those acquired 
by Catherine II (before that they were kept with the works from 
other European schools). a spanish gallery thus appeared  
in the Hermitage — the first outside spain. 

Growth of the collection 
under the reign of Nicholas I and later. Losses
Descriptions of saint petersburg in the first quarter of the  
19th century mention the spanish paintings gallery of the Impe-
rial Hermitage as a special highlight. Later on a special focus 
was given to the new acquisitions themselves.

In 1829 paintings were purchased from Hortense Beau-
harnais who inherited part of the collection of her mother,  

1 |  bartolomé esteban Murillo 
Two Women by the Window 
spain. 17th century. Canvas, oil. 41 x 58.6 cm  
The state Hermitage Museum. Inv. № ГЭ-338 

2 |  bartolomé esteban Murillo 
Isaac Blessing Jacob 
spain. circa 1660. Canvas, oil. 245 x 357.5 cm  
The state Hermitage Museum. Inv. № ГЭ-332 

3 |  diego Velázquez de Silva 
Luncheon  
spain. circa 1617. Canvas, oil. 108.5 x 102 cm  
The state Hermitage Museum. Inv. № ГЭ-389

4 |  bartolomé esteban Murillo 
Death of the Inquisitor Pedro de Arbues  
spain. circa 1664. Canvas, oil. 293.5 x 206.5 cm  
The state Hermitage Museum. Inv. № ГЭ-302

5 |  Jusepe de ribera 
St. Sebastian Cured by St. Irene  
spain. 1628. Canvas, oil. 156.5 x 188 cm  
The state Hermitage Museum. Inv. № ГЭ-325

6 |  Francisco de Zurbarán 
Childhood of the Virgin  
spain. between 1658 and 1660. Canvas, oil. 73.5 x 53.5 cm 
The state Hermitage Museum. Inv. № ГЭ-306

1
 |

4
 |

5
 |

6
 |

3
 |

2
 |
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Angel of the Guard by antonio pereda, Two Women by the 
Window by the circle of Murillo, Portrait of Charles II as  
a Child by sebastián Herrera Barnuevo and The Annunciation 
by Jose de antolines.

The collection continued to grow throughout the 1850s.  
The Immaculate Conception by Murillo was purchased from 
Duke Braschi in Italy, portraits of philip IV and of Count-Duke 
olivares 3 by the workshop of Velázquez from the Dutch king 
William II. The masterpieces were brought from paris in 1852 
by the Hermitage director Fyodor Bruni who took part in the 
posthumous sale of the collection of Marshal soult, known for 
shameless pillaging of monasteries and churches in seville. 
Bruni chose several paintings from soult’s gallery, including  
St. Lawrence by Zurbarán (the painting once decorated the  
san Jose church in the La Merced cloister in seville) and  
Liberation of St. Peter by Murillo, which was part of the famous 
ensemble of the Hospital de la Caridad in seville, one of the 
best examples of the Baroque style. Bruni also purchased other 
magnificent works in paris. By the middle of the 19th century the 
Hermitage spanish collection was for the most part complete.

Until this time the collection had been growing, but then 
little by little began to diminish. In 1850 the New Hermitage 
building, designed especially for housing works of art, was 
finished; it was opened in 1852. The picture gallery could not 
host the enormous quantity of paintings collected since the 
beginning of its creation. In 1847 some of the works of art were 
sent to the Kremlin museum in Moscow, and in the 1850s many 
paintings were sent to suburban palaces. In 1855 an auction 
took place in saint petersburg where many pieces, includ-
ing 15 spanish paintings, were sold. In 1862 some works of 
art were given to the newly-created Moscow public Museum,  
and in 1884 to the Radishchev Fine arts Museum in saratov. 

In the beginning of the 20th century almost no spanish 
paintings were bought for the Hermitage. one of the best paint-
ings, Saint Peter and Saint Paul by El Greco, was received as 
a gift in 1911 from the general p.p. Durnovo. 

The post-revolutionary period
after the 1917 revolution the spanish collection suffered consid-
erable losses again: many works of art were given to the pushkin 
state Museum of Fine arts or to other museums in Russia, and 
some were sold as antiques. at the same time the collection 
grew, however, thanks to the paintings that were brought back 
from the suburban palaces and acquired from nationalised pri-
vate collections: those of the Grand Duke Konstantin Romanov, 
counts stroganov, shuvalov, panin etc. as a result, the Hermit-
age acquired spanish Gothic paintings, which had never been 
purchased for the museum before. some sixteenth and seven-
teenth century paintings were acquired as well, including origi-
nals and paintings by the workshops of the most famous artists: 
Ribera, Zurbarán, Velázquez, Cano and Murillo. The only work 
by Francisco Goya, Portrait of the Actress Antonia Zarate was 
added to the collection much later: it was given to the museum 
in 1972 by the american millionaire armand Hammer. 

after all the changes, the collection now includes more 
than 160 paintings. 

the empress Josephine. among them was one of the best paint-
ings by Ribera, Saint Sebastian Cured by Saint Irene. 

Two years later, in 1831, some paintings were bought from 
Manuel Godoy, “prince of the peace”, the powerful former min-
ister of King Charles IV. While in power, Godoy created a col-
lection of more than a thousand paintings in Madrid. In 1808 he 
had to leave the country with the royal family, and all his property 
was confiscated. The prince of the peace was forced to live in 
exile until the end of his life. From 1812 to 1830 he lived in Rome, 
and there, at villa Mattei, created a new gallery. He decided  
to part with this, too, when moving to paris. Godoy suggested 
to Nicholas I that he buy the 297 paintings through the Russian 
embassy. The emperor ordered that only the best of the collec-
tion be chosen for him. as a result, only twenty three paintings 
were purchased, including four spanish ones, but with some 
masterpieces among them: St. Jerome and the Angel by Ribera 
and Death of the Inquisitor Pedro de Arbues by Murillo.

soon afterwards the Hermitage received works of art  
from the collection of the spanish ambassador Juan Miguel 
páez de la Cadena, who came to saint petersburg in De-
cember 1824. spain was at the centre of interest in the Rus-
sian capital at the time due to the revolution that took place  
not long beforehand. páez de la Cadena, well-educated and 
well informed of current events, was able to explain a lot about 
spanish history, culture, literature and art. He developed many 
relationships in saint petersburg; he is mentioned in many writ-
ten sources of the time, including pushkin’s works, for example 
in these lines from Eugene Onegin: “Forgive me, prince, but 
can you not / say who it is that now the spanish / ambassa-
dor is speaking to?” Gogol knew páez de la Cadena as well.  
It is probably due to the ambassador’s influence that the span-
ish theme was so present in the Russian literature of the 1830s, 
for example in works by pushkin, Gogol and Lermontov. 

páez de la Cadena brought the painting collection from 
spain; half of it, twenty five works, was spanish canvases. In 1834 
the ambassador’s mission in saint petersburg was over, and he 
sold his entire paintings collection to the Hermitage. It included 
works by artists of different schools, among which the spanish 
contributors Juan del Castillo, antonio del Castillo, Francisco 
Collantes, José antolínez, pedro de Villavicencio and others. 

In 1834–1835 the Russian consul in Cádiz, alexander 
Gessler, who had been staying there since 1827, sent some 
spanish paintings to the Hermitage. Five years after his depar-
ture he visited saint petersburg, and the gallery keeper Laben-
sky asked him to find works by Velázquez for the museum. after 
coming back to spain the consul wrote back that works by this 
master were very hard to find, but that he had found some, and 
had bought works by other painters as well. Gessler purchased 
thirty two paintings in total for the imperial treasury. None  
of the Velázquez attributions were confirmed, but among the 
acquisitions were notable works by such painters as Bartolomé 
González, pedro de Moya and Clemente de Torres. 

In 1846 the Hermitage inherited the collection of Count 
Dmitry Tatishchev, diplomat and ober-chamberlain of the Rus-
sian imperial court, who served as ambassador in Madrid 
from 1814–1821. Tatishchev brought back an invaluable col-
lection of works of art: not only paintings by Western Euro-
pean masters, but also many other objects. Tatishchev’s col-
lection includes very notable spanish paintings, among them  

1 |  A visitor of the exhibition  
“Spanish masters from the Hermitage” 
in front of a portrait of a lady in black, 
artist — Federico carlos de Madrazo 

2 |  Pablo Picasso  
Glass Vessels  
France. 1906 
Canvas, oil. 38.5 x 55.5 cm  
The state Hermitage Museum 
Inv. № ГЭ-8895

3 |  Works by Pablo Picasso  
at the exhibition “Spanish masters  
from the Hermitage”  
in the Hermitage Amsterdam

4 |  A visitor of the exhibition in front  
of the paintings by Spanish artists  
in the centre Hermitage Amsterdam

1 
|

2 | 3 |

4 |
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the qualities of the bull:
braVura  (braVEry) 
nob il idad  (nob il i ty ) 

Humil idad  (Humil ity ) 

types of bullfighting: corrida de toros — a classical Scenario involving 
an Experienced matador and a bull which is aged at least 4 years and weighs 
500 kilograms. novillada — a bullfight involving an apprentice torero. 
corrida de rejones — a bullfight where the matador is mounted on Horseback.

Blood gushing 
from a wounded bull 
during a bullfight

In his youth, serenades, fandango and the aragonese jota; the knife as the final argument in street fights 
in saragossa; a stab in the back in Madrid, several months of bullfights as part of the touring corrida 
group in Rome. at the age of 60, a series of etchings La Tauromaquia, with stories and inscriptions 
resembling modern newspaper reports. Francisco de los Toros, the torero. Francisco Goya, the artist.
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The corrida has three distinct stages known as tercios 
(thirds): 
The tercio of lances. The bull is released into the ring 
and is confronted by two picadors mounted on horseback. 
The picadors launch the first attack at the animal and deal 
light wounds which anger the bull making it launch more 
ferocious charges. The tercio of banderillas. In the 
next tercio, three banderilleros (matador’s “assistants”)  
attempt to plant banderillas (barbed wooden sticks, about 

80 centimetres in length, decorated with coloured pa-
per) into the bull’s neck. The tercio of death. In the final 
stage, the wounded and angered bull is confronted by the 
matador, who enters the ring with a fake sword and a mu-
leta (a cape used to confuse the animal). The fake sword 
just serves to spread the muleta wide. The actual weapon  
(estoque) is only produced at the very last moment when 
the matador is ready to pierce the bull between the shoul-
ders and through the heart. 

Francisco Goya
spain. 1815–1816 
paper, etching, aquatint, 
drypoint, cutter
(III state from the three)
The state Hermitage Museum

1 
|

2 |

3 | 4 |

5 | 6 |

7 | 8 |

9 | 10 |

11 
|

12 |

1 |  Torero stabs a bull with a spear from the assistant’s shoulders
2 |  A very skillful student from Falzes, wrapped in a cloak,  

is enticing a bull with the movements of his body
3 |   Martincho’s frenzy in the arena in Zaragoza
4 | Pedro romero kills a bull 
5 |  el cid campeador pierces another bull
6 |  They loose dogs on the bull
7 |  Mariano ceballos, nicknamed The indian, kills a bull while riding a horse
8 |  Famed Martincho stabs the banderillas, dodging the bull
9 |  The agility and daring of Juanito Apinyani in Madrid
10 |  The unfortunate death of Pepe-ilo in the arena in Madrid
11 |  inspired moor Gazul was the first one who fought a bull according to the rules 
12 |   ceballos again, riding another bull he breaks a short spear in the arena in Madrid



9 |

1 |  Spanish matador  
oliva Soto  
is looking at the bull 
during a bullfight  
at the San Fermin 
festival in Pamplona 

2 |  Spanish bullfighter 
Manuel Jesus cid  
(el cid)  
looks at the death  
of the bull  
during a bullfight

3 |  Spanish bullfighter  
Jose Miguel Perez  
is teasing the bull  
in the arena  
during a bullfight

4 |  Spanish bullfighter  
Manuel Jesus cid  
(el cid)  
stands next to  
a dying bull  
in the arena  
after a bullfight  
in Pamplona

5 |  Spanish matador 
oliva Soto  
is fighting  
with a bull  
in the arena  
in Pamplona

1 
|

2 |

3 | 4 |

5 |
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cHildren

diFFerenT 
eVery

MoMenT

Katya Granova’s series of works is a reflection  

on the passage of time in the museum. Endless  

school excursions; children: their transparent, shad-

owy figures lightly superimposed over the pictures  

of museum halls which were captured by the photog-

rapher in their immutable grandeur. Children, who 

are about to change in a second, led through this fro-

zen eternity by  guides and struggling to acknowledge 

its presence so near to them.
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 Katya Granova, artist, photographer, aspiring curator, graduate of Kingston university, london:

“Every day, there are dozens, hundreds of school excursions attending the museum — excited  
(or not so excited) faces, mobile photos… Every day the children leave the museum; they change, 
they grow up, and when they come back again, they are different.

Yet the museum remains almost the same: the same walls, the same pictures and vases. The father 
of the Prodigal Son will never raise his eyes; the imperial thrones stand still on the gilded steps. 
Everything is the way it was many years ago when I used to go on those excursions myself.

Art works seem to give royal audiences to the endless stream of children who act as ambassadors 
of a different world. The time imprisoned by the great masters in their pictures will always stay 
with us; moments of real life will pass forever.”
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 John berger. “Ways of Seeing”, 2012:

“Soon after we can see, we are aware that we can also be seen. The eye of the other combines  
with our own eye to make it fully credible that we are part of the visible world. If we accept that  
we can see that hill over there, we propose that from that hill we can be seen. The reciprocal  
nature of vision is more fundamental than that of spoken dialogue.”
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 George Didi Huberman, "Images in Spite of All”:

“Every act of the creation of an image overcomes the impossibility of describing 
something real. Artists, in particular, refuse to bow to that which cannot be portrayed, 
though its destructive hypnosis has an effect on them — as it would on anyone who has 
encountered the annihilation of man by man. In such situations, they create a series  
of images, montages in spite of all — after all, they know that human tragedy  
can multiply endlessly. Callot, Goya and Picasso, and also to the same extent Miro, 
Fautrier, Strzeminski 5  and Gerhard Richter plagued and tormented the unportrayable 
to such a degree that it started to speak, ending its dead silence. In their works 
the historical event becomes an obsession, it fuels the imagination and turns out 
multiplying images (with all their similarities and differences), that whirl in a single 
tornado appearing at a particular moment in time.”

David Delruelle
Walking Through The Door
Collage on paper, 24 x 13 cm, 2014

p. 084
p. 086

↓ 
5

CarduCho
Kamenny Island TheaTre

porTe-bouqueTs
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It Is thought that the landscape genre Is absent 
from the Spanish art of the golden age. 

the two Small views of the villa Medici by velazquez 
are considered to be exceptions to the rule,

and the few panoramas of buen retiro and deer hunting Scenes 
by Juan bautista Martinez del Mazo Seem closer 

to historical topography than visual arts. 
rather than representing or celebrating nature, 

the Seventeenth century Spanish landscape Is an artificial example 
of a perfect world order. nature Is Just one part of this order.

Beautiful scenery
is skilful painting 

On an excerpt frOm 
Vicente carduchO’s 

“dialOgues On painting” 
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In 1633 the spanish court painter Vicente Cardu-
cho (1578–1638) published the book “dialogues 
on painting” dedicated to his majesty philip IV, 
King of spain and the new World 1. an original 
in-quarto volume with 10 etchings (printed in 
madrid) is held in the state hermitage library  
(НБЭ, Inv. № 14043). a defender of romanti-
cism and opponent of the “naturalistic” manner 
favoured by Velazquez, Carducho wrote his trea-
tise in the classical form of conversations between  
a master and his pupil. The title page of the first 
dialogue bears the inscription “dialogos de la 
pintura entre maestro, y discipulo”. The book in-
cludes eight dialogues, all set in the countryside 
near madrid.  each dialogue has a sub-heading 
(the origins of painting; the definition of painting 
and its distinctive features; painting theory and 
practice; imitation of nature and so on.) summa-
rizing the general topic of the discussion. 

The master is unmistakably the alter ego  
of Carducho. The third dialogue opens with the 
master giving a definition of painting. he quotes 
a number of sources, each meticulously indi-
cated in the margins. however, when the mas-
ter finally declares, “I myself see painting as…”, 
the comment on the margins says “definición  
de la pintura del autor”, the author’s definition  
of painting. The identity of the pupil is less clear. 
although this character may represent Carducho’s 
real student, the painter and engraver Francisco  
Collantes (1599–1656), it is far more likely to be  
a generalized image.

“dialogues” were conceived as an art man-
ifesto of sorts, possibly written with the aim of 
liberating the spanish artistic environment in the 
Italian spirit and argue for establishing a royal 
academy of fine arts. The first three parts of the 
book are considered to date from 1606, the year 
when the first (unsuccessful) attempt to create  
an academy in madrid was made 2. however,  
it was not until the mid eighteenth century, more 
than one hundred years after “dialogues” came  
to light, that madrid’s san Fernando academy 
was founded.

In the fourth dialogue, the master arrives 
slightly late to the appointed meeting place with 
the pupil on the bank of the river manzanares. The 
pupil courteously greets him, saying: “rato ha 
que te espero, aunque no ocioso, antes entrete-

nido, mirando esta espesura de alisos, sauces  
y chopos; este correr de mançanares, yà a la  
sombra de las ramas, beuiendo reflexos en cor-
tezas de alamos, y và en resplandores lauando 
arenas, que retocando estàn con los plateados 
pezecillos: y mucho mas en nuestro proposito 
he reparado, en los bellos pedaços de paîses 
que forman estas orillas, que parecen copiados  
de los que pintò paulo bril, o los que dibujò  
Gerónimo muciano [Girolamo muziano]” (“I have 
spent some time waiting for you, however, not 
idly; I have been entertaining myself by looking 
at this copse of alders, willows and black poplar, 
at the flow of the manzanares, now drinking the 
reflections of the poplar trunks in the shade of the 
branches, now washing the sand in glints of sun-
shine, coming alive with little silvery fish. I have 
become all the more convinced of the subjects  
of our conversation among the beautiful piec-
es of landscape making up these banks, which  
seem copied from those painted by paulo bril or 
those depicted by Gerónimo muciano [Girolamo 
muziano]”) 3.

let us pause to consider the following two 
issues. First, the pupil describes the river bank 
as a collection of landscape fragments: “pieces 
of landscape making up these banks” (pedaços 
de paîses que forman estas orillas) rather than  
a single landscape or panorama which could be 
painted on a long scroll of paper or horizontal 
canvas. second, these fragments of the country-
side appear copied from works by well-known 
artists, the Flemish painter paul bril (1554–
1626) and the Italian muziano (1528–1592) (que 
parecen copiados de los que pintò paulo bril,  
o los que dibujò Gerónimo muciano). apparently, 
the conversing master and pupil cannot perceive 
real nature before their eyes unless it is linked 
with depictions familiar to both of them.

Given Carducho’s didactic stance, this pas-
sage may seem to be just another convention  
of artistic discourse, a description of the painter’s 
vision of nature. however, spanish seventeenth 
century literature offers other examples of the 
same tendency to see the beauty of the physical 
world through artworks. like the spanish paint-
ing of the Golden age, spanish fiction offers few 
artistic accounts of the landscape. Compared  
to later periods, such accounts are brief and have 

been referred to as “mere allusions, which fail 
to capture the pulse of natural life” in the same 
sense as, say, nineteenth century literature and 
open air painting 4. “The day was dawning when 
don quixote left the inn” (“la [hora] del alba 
sería cuando don quijote salió de venta”) — so 
much for nature. The expression “Flemish land-
scape” was a common trope in the literary span-
ish language of the 17th century. areas of natu-
ral beauty are compared to “Flemish canvases”.  
like Carducho, Cervantes writes in “la Gitanilla”: 
“our Flemish pictures and landscapes are those 
which nature presents to our eyes in the rugged 
cliffs” (“por cuadros y paises de Flandes tenemos 
los que nos da la naturaleza en estos levantados 
riscos”); in other words, there would be no real 
scenery but for painted landscapes. similar ideas 
are expressed by lope de Vega, Góngora and 
lesser known authors.

The word paisaje in modern spanish is not 
confined to depictions of nature. a panorama  
of city buildings and streets without a single tree 
can be described as paisaje urbano 5. unlike 
the loanword peyzazh in contemporary russian 
(which means “a view of scenery; any portrayal 
of scenery”), in sixteenth to seventeenth century 
spanish and French this word (spanish país, 
paisaje) meant “an expanse (extención; étendue) 
of scenery that can be seen in a single view from 
a specific point” rather than a pictorial represen-
tation of natural objects. The primary meaning  
of país is “a country, territory or area”, something 
which extends over a distance; see the spanish 
and French names for the netherlands (Paises 
Bajos, Pays Bas). The same goes for 16th and  
17th century dutch and German, where the word 
for landscape painting (Landschaftsmalerei)  
was derived from Landschaft, meaning scenery  
in a particular region 6. In modern spanish país 
has come to signify a country or area, while 
paisaje, a word also borrowed from French  
in the eighteenth or nineteenth century, denotes  
a painting. however, país and paisaje still remain 
close in meaning 7.

It may be suggested that for Cervantes, lope 
de Vega and Góngora sophisticated art meta-
phors were part of their literary style. however, the 
above-quoted passage from Carducho shows that 
this rhetoric is applicable to the science of paint-

ing and may be grounded in the unique mode 
of perceiving reality which existed at that time. 
unlike in our days, when reality is seen as a sub-
ject matter for art, in seventeenth century spain 
painting used to determine human perception  
of the physical world and serve as a criterion  
for aesthetic appreciation. a painted landscape 
was not supposed to capture “the beauty of na-
ture” seen in an instant – this approach would 
evolve much later. The landscape in “The hermits” 
by Velazquez does not show a fleeting moment: 
it is a carefully designed backdrop for scenes 
from sacred history, forming a linear narrative 
sequence. The separate episodes of the meeting 
between st. anthony and st. paul are set in a sin-
gle panoramic vista. you see st. anthony talking 
to the centaur after looking for st. paul’s dwell-
ing for three days, st. anthony tormented by the 
devil during the journey and st. anthony knocking  
on the door, begging st. paul to let him in. In the 
central scene, the two saints are represented pray-
ing together. Finally, st. anthony is portrayed after 
his return from alexandria, sitting over st. paul’s 
dead body, with lions digging the grave. The sto-
ry develops in the same landscape settings and  
is effectively distributed between several distance 
views with uneven yet clear boundaries framing 
the individual hagiographical events.

The same device is used in “The surrender  
of breda”, also representing a string of battle 
scenes rather than a panorama observed in a 
single time moment. In the foreground, the keys 
to the defeated fortress are being given to the win-
ning general; the background represents the long 
battle preceding this event. We can see colours 
flying, soldiers running and smoke shrouding the 
sky. We long to feast our eyes on the panorama 
opening before us during this unique historical 
moment. Velazquez does his best to help by shad-
ing the details in the background. yet spanish his-
torical painting always captures much more than 
just a passing moment. The russian art historian 
V.V. Kemenov, in an attempt to present “The sur-
render of breda” as a revolutionary landscape 
impression, had to display wonders of eloquence. 
“The fires in and around the fortress — three days 
after the surrender of breda! — are still burn-
ing, with white pillars of smoke towering to the 
sky… The long and brutal battle has stopped only  
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recently… The viewer seems to feel the calm and 
transparency of the morning air after the deafen-
ing noise and the smoke of the artillery attack” 8.  
Kemenov’s positivist approach makes him be-
lieve that it is the grandeur of the open expanse 
which imparts heroic quality to the scene, rather  
than vice versa. however, in the theory of span-
ish seventeenth century historical painting, the  
scenery only becomes majestic when it frames 
historic events.

painting is a way to make sense of the natu-
ral environment. The concept of painting as navi-
gation proved attractive to early twentieth century 
artists and was addressed in paul Klee’s “Creative 
Confession”. In the times of Velazquez, however, 
the spanish understood reality as a sequence  
of pictures, and painting as a method for ordering 
reality by locking each “piece of landscape” into 
a frame or the “window of a painting” 9. nature 
should be structured, not known. А landscape  
is what you see through the window or, rather, 
what is represented in Flemish paintings. In the 
excerpt from Carducho’s fourth dialogue, the 
bank of the manzanares is endless and cannot 
(should not) be comprehended. however, when 
broken down into fragments or separate groups 
of natural features, it may function as an object 
of aesthetic perception. natural scenery cannot 
exist in culture before being compartmentalized 
through painting.

as for landscape composition, the ap-
proach typical of spanish seventeenth century art 
was amply summarized in the guidelines com-
piled by another important spanish painter and 
theorist of the Golden age, Francisco pacheco 8 ,  
in the famous “arte de la pintura, su antigüedad 
y grandezas” (“The art of painting, Its antiquity 
and Greatness”), published in seville in 1649. 
Chapter 7 (Volume 3) says: “a landscape is to 
be painted in the following order: after the can-
vas has been prepared, it should be divided into 
three or four distance planes; in the first plane, 
where a figure or a saint is placed, one paints 
trees and large rocks in proportion to the size 
of the figure; the second plane comprises trees 
and small houses; the third, much smaller ob-
jects; in the fourth, where the mountains meet the 
sky, the objects appear the smallest <…> having 
selected the colours, one proceeds as follows:  

Vicente carducho
Dialogues on Painting
madrid. 1633
book spread with the illustration 
of the seventh dialogue
The state hermitage museum

p. 134
↓ 
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a blend of white and ochre on the horizon near 
the mountains, a small amount of the rosy colour  
(la del rosado) added above, with the darkest 
paint at the top; the colours must blend imper-
ceptibly. The various clouds in the sky are paint-
ed by adding a small amount of carmine (or, in 
other cases, black) to blue <…> after doing the 
sky, which takes up the upper half of the canvas, 
one does the land, starting from the mountains 
which touch the sky. These are painted in the 
lightest blend of blue and white, slightly darker 
on the horizon as the land is always darker than 
the sky, especially if the sun shows in that part. 
These mountains usually have their own light and 
dark shades as cities or small trees are often 
composed at the foot of the mountains. after that, 
still further below, buildings or towns and large 
trees are represented; these are painted in pure 
blue, which befits this distance. The blue must 
be blended with white; to single out [some of the 
mountains], add a little yellow (genulí), which 
acquires a green shade in this part of the paint-

ing. any buildings here must be painted with  
a bit of black and red earth (tierra roxa) to make 
them different from what is shown above and 
to make sure they are in keeping with this part 
of the picture. large trees and buildings are 
painted closer to the front or, if needs be, raised 
above the horizon. The trees can be green with 
ash or [candle] soot and have several shaded 
areas to make them different from the objects 
behind <…> any figures in this part must be in 
proportion to the sizes of the trees or buildings. 
The figures must not be too well-defined, nor the 
trees too sharp (muy picados), nor the colours 
as dark [contrast] as in the foreground; however, 
they must be painted more clearly than those in 
the background <…> The foreground with the 
figure (the first object to sketch and the last to 
paint) is the largest part of the painting and also 
the part one finishes [the canvas] with. The trees 
painted here must rise from the ground to the 
full height of the sky as they embrace (sujetan; 
literally, bind together) all the other planes,  

being the first part to see. one can immedi-
ately sketch or paint (manchar; literally, to soil) 
them in black with shade, with a small amount 
of light-green (cardenillo) and ochre. The same 
goes for the light areas, but there is no need 
to show the shape of the leaves as they mainly 
have to be painted over. [The leaves] are made 
small, with several dry ones among the green-
ery. however, it will be far better if they resemble 
natural (naturales) leaves of known trees <…> 
also, if the herbs in the foreground are natural 
(naturales), it deserves great praise as this is the 
spot closest to the front. landscapes must be 
finished with the same colours <…> sometimes 
one needs to paint the sea storm, in which case 
black and white are used to make the sky gloomy, 
with clouds of the same colours and dark-blue 
waves <…> This method is also applied to paint 
burning cities such as Troy, and glimpses of light 
on the sea, land and ships; this requires dexterity 
(destreza) and observation (observancia) as one 
has to follow a particular order in depicting re-
ceding objects and various light reflections <…> 
For a snow-covered (nevado) landscape, all the 
parts named above are painted in the usual style 
(estilo) but the trees are shown leafless and the 
trunks dry; whereas the top parts of all objects 
are painted in white, even though they retain 
their shadows” 10.

What makes this unique piece of theory par-
ticularly interesting is the interface of technologi-
cal and aesthetic issues which are normally con-
sidered separately in the 20th century. pacheco 
sees the landscape as a carefully planned art 
construct which has to evoke particular sensa-
tions. This can be achieved by correctly placing 
the horizon in such a way that the sky should “take 
up the upper half of the canvas”, by “composing” 
cities and trees which must proportionately de-
crease in size and be painted less clearly as they 
recede, and by finally “binding” the landscape 
with figures and trees in the foreground. This is 
the realm of attention and dexterity, not reflec-
tion and meditation on nature. one can notice 
that the intertwining tree trunks in landscapes by 
murillo and other spanish artists were clearly in-
tended to smooth over the rigid structural design 
of the composition and achieve some artistry.  
seventeenth century spain remains blind to 

natural landscapes but knows how to construct  
artificial ones.

spanish landscapes of the seventeenth cen-
tury are rare and considered fairly unremarkable 
from the artistic viewpoint. They were created en-
tirely in the studio by composing natural objects 
or, more precisely, by following the established 
manner of execution for the first, second, third 
and fourth compositional planes and their mu-
tual subordination to one another. While spanish 
ideas of nature were determined by art objects, 
the latter, in turn, depended exclusively on paint-
ing technologies. In “arte de la pintura” pacheco 
advises his readers to copy landscapes by other 
artists, mentioning nothing about working in the 
open air. The same applies to animal painting:  
“a diligent artist should paint animals from na-
ture… but as natural objects are not always  
available, one can turn to bassano’s pictures  
[for guidance]. In some cases, it is safer to imi-
tate his representations of animals than to imitate  
nature”. a recommendation faithfully observed  
by pedro orrente (1580–1645).

To create their landscape compositions, 
spanish painters often used view engravings, 
mostly Flemish. partly for this reason, old span-
ish landscapes normally served as topographi-
cal sketches or backgrounds for monumental 
historical paintings and were based on either 
view engravings (as in “The surrender of bre-
da”) or commissioned panoramas of historical 
events composed in the studio in accordance 
with the canons similar to pacheco’s. The prime 
examples are landscapes by Velazquez’s son-in-
law Juan bautista martinez del mazo (Velazquez 
himself was married to pacheco’s daughter)  
or Velazquez’s experimental composition sketch-
es of the Villa medici.

The views of the Villa medici, made during 
one of Velazquez’s two trips to Italy, are two lightly 
painted oil studies of the serliana motif, also used 
in some of his major paintings (e.g. “The spin-
ners”). In the 19th century the sketches suddenly 
came to be seen as finished works and as the most 
iconic spanish landscapes of the Golden age.  
It is unlikely that Velazquez consciously rejected 
the aesthetic principles of his time — complete-
ness and perfection — the principles shared by 
both pacheco and Carducho, who wrote that  

Vicente carducho
Dialogues on Painting
madrid. 1633
Front page and the book spread 
with the illustration 
of the seventh dialogue
The state hermitage museum
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4 see Pérez Sánchez A. E. el paisaje en la pintura española del siglo XVII // los paisajes del prado. madrid, 1993.
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8 Kemenov V.V. Kartiny Velaskesa. М., 1969. p. 120.
9  see Gallego J. el Cuadro dentro del Cuadro. madrid, 1982;  

Stoichita V. I. l’instauration du tableau. métapeinture à l’aube des temps modernes. Genève, 1999.
10 Pacheco F. arte de la pintura / ed., introd. y notas de b. bassegoda i hugas. madrid, 1990. p. 513–514.
11 diálogos. F. 54.
12 Ibid. F. 47.
13 see, for example, Higuchi T. The Visual and spatial structure of landscapes. Cambridge, 1983.

“a simple imitation of nature is neither science nor 
art; it is just a careful study (uso cuidadoso)” 11. 
The famed impressionism and psychologism  
of the roman sketches can only be appreciated 
by early twentieth century viewers. We admire  
the technique that ushered in the era of modern-
ist art.

The theory and practice of spanish painting 
are inseparable. The title page of “dialogues”  
by Carducho carries two allegorical figures  
of painting, teorica and practica; his artistic rea-
soning, claims the writer, comes from God and 
is intended for his glory. The front page of pa-
checo’s book states that his work “teaches the 
method of painting all holy pictures” (“enseña  
el modo de pintar todas las pinturas sagradas”). 
pacheco dwells on the sublime role of the paint-
er, which is akin to that of the Catholic preacher.  
In Carducho’s fourth dialogue (quoted above),  
the pupil exclaims: “look at this purple glow; 
what well-painted clouds the sunset presents  
to our eye!” To which the master replies: “such  
is painting by lord God” 12.

It is fascinating to compare the spanish 
understanding of landscape in the seventeenth 
century (“the scenery is only good as long as it 

resembles a completed art work”) with principles 
of the modern space perception theory. remark-
ably enough, the division of a landscape painting 
into three planes, so simple and straightforward, 
stemming entirely from composition theory, finds 
unexpected parallels with modern research on 
visual perception. The late twentieth century stud-
ies of the eye and vision (e.g. James Gibson, Tada-
hiko higuchi et al 13) in the light of the new artistic 
discipline, Visual perception of the World, have 
shown that the human eye normally divides vis-
ible objects into three distance planes or views. 
objects are seen as either very close, within easy 
reach, or very remote, located on the horizon of 
the visual field (the “here” and “there” concept). 
When both these views overlap, the eye usually 
builds a middle-distance view, an empty space 
separating close objects from remote ones. This 
way, the ancient spanish approach to landscape 
finds an interesting resonance with the twentieth 
century. however, the age-long question still per-
sists whether it is art that trains us to see the world 
as following a known model (a viewpoint shared 
by many in seventeenth century spain), or whether 
the ancient painting formula is based on the natu-
ral mechanisms of human vision.

2000–2015
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“The old theatre will soon be destroyed; all its furnishings will be sold;  
the walls will be demolished for firewood; its old chairs, brass sconces and 
the funny lamps from the central chandelier may end up in some junk shop; 
the quiet spirits of the past will fly away; the deities of mirth and dance, 
still hiding in the dark corners, will disappear; the laughter will vanish, 
and the place will finally sink into oblivion. What a pity it will be to lose  
the dear theatre, an old temple of joy.”

this passage appeared in the magazine “the capital city and the 
countryside” in 1915 (issue 28) in an article by G.t. Polilov-severt-
sev, well-known in his time as a playwright and translator. the com-
ment now seems bizarre, to say the least, as it refers to the wooden  
kamenny island theatre, which, following a massive renovation, still 
adorns the old theatre square in st. Petersburg and has started  
a new life as the second stage of the tovstonogov Bolshoy Drama 
theatre. however, having been written by an art expert, not just  
an overenthusiastic theatre lover, the text rests on a more solid foun-
dation than a simple rumour.
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during World War I, as the news from the front grew more alarming, few people cared for 
the wooden theatre which had not been used for performances for three and a half decades. 
It is a miracle that the Kamenny Island Theatre should have survived the historical turmoil 
and several major reconstructions. Today, the venue is fully equipped with state-of-the-art 
light and radio systems, effective stage machinery and lifts as well as other technologies 
to support theatre work.

The very place and time of its construction showed that the theatre was destined 
for something special. by the second decade of the nineteenth century, as the widowed  
empress maria Fedorovna could no longer regularly visit her favourite summer residence 
in pavlovsk, her son alexander I acquired the yelagin palace “for the Crown”. To make the 
residence comfortable for the large royal family, in 1818–1822 architect Carlo rossi fully 
reconstructed all the interiors and built three garden pavilions, a conservatory, self-standing 
kitchen facilities and stables.

The idea to open a theatre in the neighbourhood was always in the air but, 
due to different circumstances, failed to materialise. It was only under nicholas I 
that the project finally took shape, mostly owing to the new ministry of the Court 
and domains which was entrusted with control over the directorate of Imperial 
Theatres. The ministry was established immediately after the new tsar’s ascen-
sion to the throne in august 1826; with the start of the warm season, a royal 
decree was issued on 12 may 1827 ordering smaragd shustov, the directorate’s 
official architect, to build a summer theatre. The structure had to be delivered on  
a modest budget of 40,000 roubles (contributed by the department of  
domains) and an extremely tight schedule. In just 40 days shustov and his staff built  
a wooden theatre on the beautiful hill in the centre of Kamenny Island to the un-
realised design for the yelagin Island Theatre.

nicholas I, who was spending the summer at the yelagin palace, closely 
watched over the construction process; to visit the site, he only had to cross 
the First yelagin bridge. on 25 June 1827, a special committee appointed by  
the emperor carefully examined the finished building. architects V. stasov,  
a. mikhailov, V. beretti and e. sokolov concluded that “the quality of the mate-
rial makes the theatre safe for performances for the period of seven years”.  
The Imperial Kamenny Island Theatre opened on 1 July 1827 with a French 
comedy by J. dieulafoy “défiance et malice, ou le prêté-rendu”, translated 
into russian as “Two for Four, or Jealousy and a Joke”. some historians as-
cribe the authorship of the play to Vasily Karatygin, a remarkable actor and 
playwright; however, he denied this suggestion. In his book he wrote that he 
had only made a poetical translation of the comedy for the benefit perfor-
mance of his wife alexandra Kolosova. The play premiered in st. peters-
burg’s bolshoi Theatre on 31 January 1827, and was performed on 1 July with  
a different actress in the main part.

soon after the first shows, which ran in summer three times a week, the Kamenny 
Island Theatre started to attract large audiences. It was opened to the public at the 
same time as the park ensemble created on the Islands by Joseph bush, russia’s most 
celebrated garden designer. brought to russia by his father at a very young age, bush 
took part in the development of park landscapes in Tsarskoe selo and pavlovsk. by 1826,  
he had completed similar projects on Krestovsky, yelagin and Kamenny Islands. The 
summer theatre in Kamenny Island quickly became a favourite place of entertainment 
for city residents frequenting the new green spaces on the banks of the Krestovka and 
middle nevka rivers.

The astounding beauty of the Kamenny Island Theatre, exceptional in its austerity, helped  
it survive till this day. The wooden edifice has features commonly present in stone buildings, such 
as a magnificent façade with a triangular pediment supported by eight Corinthian columns and 
crowned with an enormous lyre. The carved wooden relief designed by sergey shustov represents 
some other attributes of theatrical art — musical instruments, thyrsus-staffs and tragedy masks.  
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The two sculptures in front of the building, “The music Contest of apollo and pan” and “Castor and 
pollux”, were meant to symbolize the competitive spirit vital to any creative work, making the artist 
tirelessly search for perfection.

The auditorium of the Kamenny Island Theatre, which consisted of stalls, three tiers of boxes,  
a balcony and a gallery and could seat about 750 people, also excited general admiration.  
The light-coloured furniture, made from Karelian birch to the design of architect s. shustov, included 
213 armchairs, 108 chairs and a number of benches (upholstered with wool and canvas) in the bal-
cony. The auditorium looked particularly cheerful owing to the bright lemon-coloured curtain and the 
green and blue ceiling and wall paintings to А. shiryaev’s design. The boxes, trimmed with blue cotton 
velvet, were decorated with arabesques; painted flower garlands were scattered all over the ceiling. 
The interior created a joyful atmosphere and was in perfect harmony with the parks and canals which 
surrounded the theatre. The auditorium was also equipped with clever devices to create stage effects. 

3
|

3 |  Building  
of kamenny island theatre  
nowadays1 |  actor and playwright 

V.a. karatygin

2 |  choreographer  
charles didlo

1
 |

2
 |

5 |  kamenny island theatre 
lithography of 1850-ies

4 |  kamenny island theatre 
lithography of 1830-ies

5
 |

4
 |

№
22

h

  
P

h
o

to
: s

ta
s 

le
vs

H
in



176 177

For example, the Kamenny Island Theatre incorporated “a lifting floor mechanism for masquerades” 
constructed by “schichtmeister” Vasily Tistrov. The back wall of the stage could also be lifted so that 
the park landscape became the backdrop for the performance.

many features were designed with economy in mind; for example, only the fireplaces near  
the royal and ministerial boxes were faced with tiles; all the others were plastered. nevertheless,  
the structure, whose woodwork had been executed under the supervision of “the okhta carpen-
ter” Faddey Kononov, received universal praise. although originally not intended for long-term use, 
the building of the Kamenny Island Theatre remained in service for almost 17 years, hosting over  
400 performances in 1827–1839. however, by the early 1840s the ground waters and almost annual 
floods had seriously damaged the structure, built without a foundation.

renovation was postponed several times until in July 1843 the state Treasury pro-
vided the funding to conduct an overhaul of the Kamenny Island Theatre. The royal 
architect a.K. Cavos oversaw the dismantling of the theatre, which was rebuilt on the 
stone foundation. The reconstruction works were finished in July 1844 and resulted  
in a number of changes to the initial theatre. The building became much taller owing  
to the stone basement, and the new balconies (called “platforms”) with balustrades 
added to the side wings became an excellent place for the audience to spend the in-
terval. The wooden frame of the theatre was preserved; however, the walls were rebuilt 
from vertically placed pine logs and faced with horizontal planks, and the floor of the 
auditorium was supported by pillars. The façade was reinforced with imitative rustic 
stonework; the windows in the reconstructed building were now arranged in three tiers, 
not two, and had a more modern shape.

architect alberto Cavos was the son of the composer and director Caterino Cavos, 
who made a significant contribution to russian musical culture. although the architect’s 
father had died in 1840, before the beginning of the reconstruction, alberto Cavos ap-
parently knew the weaknesses of the venue. he made the auditorium semi-elliptical while 
preserving its original design with three tiers, a balcony and galleries. purple became 
the predominant colour, said to have been chosen at the insistence of emperor nicholas 
I who loved that theatre. The auditorium received a new burgundy curtain with a geo-
metrical pattern, and the boxes were trimmed with purple woollen velvet. other adorn-
ments included painted designs on the white background in all the boxes, apart from 
the imperial and ministerial boxes, decorated with wooden carvings.

as the emperor and the royal court were keenly interested in the theatre, Cavos increased the num-
ber of comfortable seats in the stalls and added a royal circle with boxes. Cavos’s grandson alexander 
benois reminisced that he had always liked to book a seat in the royal circle of the mariinsky Theatre (built 
by his grandfather); as we see, Cavos took particular efforts to make the boxes spacious and comfortable.

The reconstructed theatre used an interesting procedure for lighting the central chandelier.  
The ceiling had a small aperture with an iron trapdoor through which a stage hand was lowered to fill 
and put a light to the oil lamps, then to be lifted again. after the “air works” were completed, another 
lampman would illuminate the apron stage with the footlights. however, the auditorium itself was very 
dim; only on special occasions two-candle sconces were lit up near the boxes.

The reconstructed theatre used an interesting procedure  
for lighting the central chandelier. The ceiling had a small aperture 
with an iron trapdoor through which a stage hand was lowered  
to fill and put a light to the oil lamps, then to be lifted again.  
After the “air works” were completed, another lampman would  
illuminate the apron stage with the footlights. However,  
the auditorium itself was very dim; only on special occasions  
two-candle sconces were lit up near the boxes.

The new Kamenny Island Theatre quickly became a magnet for st. petersburg 
theatregoers and holiday-makers. The official opening took place on 11 July 1844 with  
a performance of “a dangerous means” by I. auger and the vaudeville “parisian Fairies” 
presented by the Imperial French Company. by the mid-1840s, the Islands had been built 
up with summer residences, the owners and tenants of which accounted for much of the 
audience of the newly-restored theatre. even decades later, the most faithful spectators 
warmly remembered the atmosphere of the Kamenny Island Theatre on performance 
days. The square in front of the building was usually full of vendors selling fruit, refresh-
ing drinks and flowers.

The performances, presented from may to august, started at 7:30 in the evening. 
long before this time, young officers and state servants flocked to the theatre in a hope 
to see the arrival of their favourite actress, a well-known dancer or musician. The artists 
would appear in the theatre an hour and a half before the show. They travelled to Kamenny 

Island in different types of horse-drawn vehicles. some were taken to the theatre in the heavy green 
carriages owned by the directorate of Imperial Theatres and humorously dubbed “the scaffolds”.  
after a long and tiring journey, the 6–7 actors would alight in Kamenny Island, clutching their make-up 
boxes and holdalls with the things required for their stage work. more successful performers came 
in hired coaches; the stars had their own equipages.

In 1827 a summer residence for the female students of the Imperial drama school was built 
next to the theatre. The students attended the performances twice a week, accompanied by the 
school headmaster, who lived in a small house nearby. The would-be actresses, lovely in identical 
light-blue dresses with white capes and rapturously looked at by all the spectators, were seated in 
their designated boxes in the third tier which the strict rules prohibited them from leaving till the 
end of the performance.

no history of the Kamenny Island Theatre would be complete without at least a brief de-
scription of the repertoire. much of it was determined by Caterino Cavos, who had a powerful  

composer 
and conductor 
k. kavos

auditorium 
of kamenny island theatre
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influence on st. petersburg’s cultural life during the first four decades  
of the nineteenth century. In that period, Cavos headed both the Imperial 
russian and the Imperial German opera companies and was the musical 
director of the Imperial Theatres; in other words, he controlled all orches-
tras, to say nothing of his teaching activities in the Imperial drama school. 
In addition, Cavos was a prolific composer, an author of several ballets 
staged by the great choreographer Charles-louis didelot (“don quixote”, 
“Zephira and Flora”, “Cupid and psyche”, “apis and Galatea”), although 
this part of his artistic legacy is overlooked by art historians. The same goes 
for Cavos’s vaudevilles, usually associated with the name of their dramatist, 
prince a.a. shakhovskoy.

many publications about the Kamenny Island Theatre (mostly by histo-
rians of architecture) mention its production of the opera “Ivan susanin”, 
apparently confusing it with m.I. Glinka’s famous work “a life for the Tsar”  
directed by Cavos in 1836. however, much earlier, in 1815, Cavos had  
composed an opera with a similar plot, which was a great success  
in st. petersburg. The diverse repertory of the Kamenny Island Theatre is  
a vast and exciting subject in itself.

an evening at the theatre could include a vaudeville show, followed  
by a short ballet like “la Fille mal gardée”, a ballet divertissement or a whole 
act from an opera. The stage of the theatre was also suitable for performing 
complete operas (such as Cavos’s “Ivan susanin” already mentioned here); 
after the reconstruction, the alexandrinsky Theatre company also gained 
tremendous popularity in the then fashionable operetta, “the light-hearted 
daughter of the French nation”. The alexandrinsky’s productions, including 
“la belle helene”, starred some of the theatre’s future leading actors such 
as m.G. savina, V.n. davydov, K.a. Varlamov, n.F. sazonov, I.I. monakhov 
and the famous V.a. lyadova, who started as a ballerina, became a huge 
success as an operetta actress and died prematurely in the prime years  
of her career.

however, with time the playhouse gradually lost its appeal to specta-
tors. a renowned theatre historian a.I. Volf wrote in the first volume of his  
“st. petersburg Theatre Chronicles” in march 1877: “The dachas in Kamenny 
Island were popular among the aristocracy, so a theatre in the area was almost 
a necessity, in the absence of other opportunities for summer entertainment. 
Why this dilapidated theatre is still open and giving performances (very poorly 
attended) is absolutely unclear”.

The history of the Kamenny Island Theatre could have ended in the 1880s 
when it was converted into a storage facility for theatre sets and faced almost 
certain disappearance in the foreseeable future. by the end of the nineteenth 
century, the wooden theatre, left without the advantages of modern lighting  
and ventilation systems, had become completely unsuitable for operation.  
however, nobody dared to cause damage to a building of such exquisite 
beauty. Today, the transformed theatre still stands at its former address,  
number 13, old Theatre square.

posters 
of kamenny island theatre
1829 and 1960
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1 Georgii Tovstonogov. Sobiratelnyi portret: Vospominaniia. Publikatsii. Pisma. SPb., 2006. P. 498.

the history of the brand begins in 1962, when a descendant of german gentry rolf von 
Bueren moves to thailand and declares this, at the time unremarkable, land his second 
homeland. twenty years later rolf von Bueren is inspired by the revelations of the Asian 
cultural heritage, the lavish generosity of nature, and most importantly by helen’s —  
his thai wife’s — hobby to establish a guild composed of master artisans who inherited 
the know-how of jewelers commissioned by the rajas of india, the emperors of china,  
the royal courts of Bali, and the kings of siam. the archetype of the future brand becomes 
the sense of beauty in the thai tradition, presented with european laconic appeal. 

All jewelry, accessories, and home decor by lotus Arts de Vivre are crafted in a single 
copy. each piece is unique. For this purpose rolf von Bueren travels thousands of miles 
from Bangkok in the search of exotic and authentic materials such as precious and semi 
precious stones, rare types of wood, corals, pearls, stingray leather, coconut shells, and 
textiles from the XViii century. the concepts, the implementations of which takes up-to  
six months of effort of highly skilled craftsmen, unite symbolic images and material values. 
Diamonds and scarab wings, gold and silk, teakwood and silver, sea pearls and rose rubies, 
emeralds and enamel — are the wrist-twining dragons, frogs on flowerpots, birds on purses, 
rhinos and bulls as the accents of home decor.   

After thirty years of the brand’s existence its patrons include Arab sheikhs, royalty 
of thailand, Malaysia, spain, Belgium, and the United kingdom, politicians and hollywood 
stars. elizabeth taylor was among the brand’s earliest fans. An elephant-shaped purse, 
inlaid with gold, diamonds, rubies, and pearls, remained the actress’ favorite accessory 
her entire life. 

lotus Arts de Vivre products are exibited at auctions of the best auction houses  
of the world, and fanciers of unconventional objets d’art strive to augment their collections 
with items which have become an art form.
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The jewelry craft of Indochina remains a mystery, Imperceptible 
by a European mind. could That be The reason why It has gained Esteem 
with connoisseurs while at The same Time being obscured behind 
a long list of brand heavyweights? The Impressions’ Echoes of lotus arts 
de Vivre fine jewelry and home decor Entwine Into Its second, 
unofficial  name — “asian faberge”.

on his tours abroad, tovstonogov invariably attended museums (he 
was pretty well informed about their collections) and would get extremely 
angry when some of his actors neglected to visit the louvre, Prado  
or the Dresden Picture Gallery. he was never too busy to see temporary 
or permanent exhibitions in the hermitage.

once i heard Piotrovsky and suslov introducing tovstonogov  
to their plans of a major reconstruction in the hermitage and new trends 
in museum work. tovstonogov shared his impressions about the book 
on Yves saint-laurent he had received from suslov: “Great book, beauti-
fully published. i was astonished by Yves saint-laurent’s sense of the 
movement and lines of the human body… he creates both historical and 
modern costumes. Mounting this exhibition in the hermitage is a real 
political move! Nowhere will the mannequins look as splendid as in the 
rich interiors of the hermitage, with their mirrors and parquet floors!..” 1

one warm summer day the famous photographer Valeriy Gende-
rote of the Freie Welt magazine was inspired by the idea to show tovs-
tonogov and Piotrovsky strolling together on Palace square. the talented 
artist did not take no for an answer, so we took a car to the Winter 
Palace. Piotrovsky, who deeply respected Gende-rote, agreed to find the 
time for the walk and the photoshoot. Gende-rote choreographed the 
scene with all his authoritative expertise. the resulting picture shows 
Boris Piotrovsky and Georgiy tovstonogov striding across Palace square 
and talking. the two giants of culture had a good laugh that day as nei-
ther of them could remember the last time they had been out for a walk…

During minutes of rest, the great russian theatre director Georgiy tovs-
tonogov liked to make himself comfortable on the sofa in the ante-room 
to his office, smoke a cigarette and look at the photographs on the 
wall, each showing an episode from his life and remarkable characters, 
dear to his heart. When he was in the right mood and could afford the 
time, tovstonogov used to tell us when and where he had met these  
people, how their friendship had developed, and how often they saw each 
other, giving such vivid and accurate descriptions of the people he knew  
as could be expected from an outstanding director. tovstonogov’s Duets 
is the name i chose for this series of precious historical moments caught 
on camera.

one of these photos shows Boris Piotrovsky, the legendary direc-
tor of the hermitage, in his office. As tovstonogov said, he was intro-
duced to Piotrovsky by Vitaliy suslov, Piotrovsky’s research assistant, 
whom tovstonogov had met and made immediate friends with during  
a trip abroad. tovstonogov was really keen to get acquainted with  
“Boris, a great man and one of the most brilliant figures in leningrad 
culture”, together with the conductor evgeny Mravinsky, sculptor Mikhail 
Anikushin and actor Arkadiy raykin. tovstonogov valued, respected and 
admired the selfless labour of the museum worker for whom “funding was 
much more difficult to obtain than for us theatre people”, as he stressed 
upon returning from a collegium of the Ministry of culture in Moscow.  
“My southern temperament lets me down; i have so much to learn from 
the orientalist Piotrovsky, who wisely selects his strategy and argu-
ments and carries his attacks with perfect timing and, most importantly, 
reserve!..”

the third in the hermitage Museum trio so highly appreciated by 
tovstonogov was the fantastic Vladislav Glinka, chief curator of the De-
partment of russian culture, who acted as the historical consultant for 
some of tovstonogov’s productions, including the stage version of Dos-
toyevsky’s “the idiot”. tovstonogov believed that a good understanding 
of visual arts, a sense of colour, knowledge of the laws of composition 
were key to theatre direction. this is why he treasured Piotrovsky’s 
opinions about paintings and artists. he kept repeating one conclusion 
he made while talking to Piotrovsky: independent reading provided some 
insight into Western european but not Asian art!

mr. rolf von Bueren
Dragon earrings 
with scarab, 
diamonds & rubies 
2012

mr. rolf von Bueren
Nautilus shell ring 
with rhodolites
2005

mr. rolf von Bueren
Snake earrings 
with gold inlaid 
black ebony wood, 
pink tourmalines & 
diamonds
2012

tovstonogov'S duets 

irina sHimbarevicH 
  Photo: valeriy genDe-rOte

№
22

h

T
h

e
 a

d
ve

rt
is

in
g



The square, resounding with cries, was fragrant with the flowers 
that bordered its pavement, roses, jasmines, pinks, narcissi, and 
tube-roses, unevenly spaced out between moist grasses, catmint, and 
chickweed for the birds; the fountains gurgled in the centre, and un-
der large umbrellas, amidst melons, piled up in heaps, flower-wom-
en, bare-headed, were twisting paper round bunches of violets. The 
young man took one. It was the first time that he had bought flowers 
for a woman, and his breast, as he smelt them, swelled with pride, as 
if this homage that he meant for another had recoiled upon himself…

In the design of this article quotes from the following works are used:
Gustave Flaubert Madame Bovary (1857), letters; Ivan Turgenev First Love (1860);
anatole France Red Line (1894); emile Zola Page of love (1912). 

as the name "porte-bouquet" Implies (french “porte” — to carry, “bouquet” — bunch of flowers), 
these are objects for carrying flowers which could be employed In different ways. they could be 
held In one’S hand, or worn on clothes or on a long handle. Sometimes “porte-bouquets” 
were created In different Styles and Materials, and also had a Small Mirror or a card case. 
the Most elaborate Models had Small legs So they could be used as flower vases as well. 

porte-Bouquet with filigree (small)
china, canton, 1820–1840
silver; cardboard, silk, glass (box); filigree
height 16.5 cm
The state hermitage museum
entered in the 1920 / Inv. № ЛС-598 a, б



She gave a glance at the armchairs 
placed before the chimney, at the 
tea table, which shone in the shade, 
and at the tall, pale stems of flow-
ers ascending above Chinese vas-
es. She thrust her hand among the 
flowery branches of the guelder 
roses to make their silvery balls 
quiver.

Four young men were close round 
her, and she was slapping them by 
turns on the forehead with those 
small grey flowers, the name of 
which I don’t know, though they are 
well known to children; the flow-
ers form little bags, and burst open 
with a pop when you strike them 
against anything hard.

       here was no clarity in the definition of the term porte-bouquet for a long time. In France it was first listed in about  
1860 in the littré dictionary, where it was defined as an “ornament and holder for a bouquet… a small flower vase”. Thus here 
the accessory was assimilated to a flower vessel. This confusion persists in modern dictionaries that define it, for example,  
as a “small flower vessel which can be hung”. 

T

porte-Bouquet 
with pendants
europe, 
second half 
of the 19th century
bronze, glass, 
mother of pearl (handle);
chasing, granulation, 
gilding, carving
height 17 cm
The state hermitage museum
entered in 1951 
Inv. № ЭРРз-860
Published for the first time

porte-Bouquet 
with large flowers
europe (?), 
second half 
of the 19th century
brass, enamel, 
mother of pearl (handle);
casting, inlay, gilding, carving
height 15 cm
The state hermitage museum
entered in 1991 
Inv. № ЭРРз-6365

porte-Bouquet 
with snakes (small)
Western europe, 
middle 
of the 19th century
Copper, enamel, 
mother of pearl (handle);
casting, chasing, 
gilding, carving
height 11.6 cm
The state hermitage museum
entered in 1951 
Inv. № Э-14796
Published for the first time

porte-Bouquet 
with rocaille curls
europe, 
19th century
brass, enamel;
chasing, gilding, painting
height 17 cm
The state hermitage museum
entered in 1951 
Inv. № ЭРРз-858
Published for the first time

porte-Bouquet 
with a vase 
in a form of feathers
europe, 
19th century
bronze, mother of pearl 
(handle); casting, chasing, 
gilding, carving
height 14 cm
The state hermitage museum
entered in 1951 
Inv. № ЭРРз-856
Published for the first time

porte-Bouquet 
with an openwork vase
europe, 
second half 
of the 19th century
silver, ivory (handle);
chasing, carving
height 13 cm
The state hermitage museum
entered in 1950 
Inv. № ЭРРз-1562
Published for the first time
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“To prevent the small bouquet from falling out of its jewelry holder during dances, it was held with a special pin. all the move-
ments of the lady had to be flowing and smooth, and her posture ideally straight, otherwise the water, vital for the fresh flowers, 
could spill from the porte-bouquet and leave a wet spot on the ball gown. a special ring on a chain or a bracelet held the porte-
bouquet on the hand, and ladies coming to the theatre could demonstrate this living ornament putting their hand on the box ledge. 



?? ??

In the midst of the leafy profusion they 
found the sun's golden rays streaming on 
the lawn, warm and still as in a woodland 
clearing. As they looked up they saw the 
branches standing out against the blue of 
the sky with the delicacy of guipure. The 
tea-roses on the huge bush, faint in the 
heat, dropped slumberously from their 
stems. The flower-beds were full of red 
and white asters, looking with their old-
world air like blossoms woven in some 
ancient tapestry.

porte-Bouquet 
with a crown
france (?), 
middle 
of the 19th century
bronze, enamel, glass;
chasing, gilding, painting

height 14 cm
The state hermitage museum
entered in 1951
Inv. №  ЭРРз-857
Published for the first time

porte-Bouquet 
with blue enamel
europe (?), middle 
of the 19th century
enamel, metallic, pearl 
(handle); stamping, 
painting, carving, gilding

height 19 cm
The state hermitage museum
entered in 1941
Inv. № ЭРФ-4740
Exhibitions: 
St. Petersburg 2011



“Every plant has leaves, a calyx, and corolla enclosing an ovary or 
pericarp, which contains the seed.” Then he ordered his pupils to 
go looking for plants through the fields, and to collect the first that 
came to hand. Victor brought him buttercups; Victorine a bunch of 
strawberries. He searched vainly for the pericarp. Bouvard, who 
distrusted his own knowledge, rummaged in the library, and dis-
covered in Le Redouté des Dames a sketch of an iris in which the 
ovaries were not situated in the corolla, but beneath the petals in 
the stem. “It is an exception,” said Pécuchet. But chance led to the 
discovery of a field-madder in the grass, and it had a calyx. “Good-
ness gracious! If the exceptions themselves are not true, what are 
we to put any reliance on?”

porte-Bouquet with 
oval medallions
russia (?), 
second half 
of the 19th century
bronze, 
mother of pearl (handle);
casting, chasing, 
gilding, carving
height 15.6 cm
The state hermitage museum
entered in 1969
Inv. № ЭРРз-3429
Published for the first time

porte-Bouquet 
with blue beads
europe, 
19th century
bronze, glass, 
mother of pearl (handle);
chasing, gilding, carving
height 15.5 cm
The state hermitage 
museum
entered in 1951
Exhibitions: 
Amsterdam 2009

porte-Bouquet 
with snakes (big)
Western europe, 
middle 
of the 19th century
Copper, enamel, 
mother of pearl (handle);
casting, chasing, carving
height 15.6 cm
The state hermitage 
museum
entered in 1956
Inv. № Э-15707
Published 
for the first time

188 189

*  dubrovskaya e. porte-bouquet — a Fragrant accessory of earlier Times //  
history Illustrated. 2010. № 10. 
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Openwork 
porte-bouquet 
russia (?), 
19th century
silver; filigree
height 8 cm
The state hermitage 
museum
entered in 1941
Inv. № ЭРО-5396
Published 
for the first time

porte-Bouquet 
with corals
great Britain (?), 
middle 
of the 19th century
bronze, coral, 
mother of pearl (handle);
casting, chasing, 
gilding, carving
height 15 cm
The state hermitage museum
entered in 1951
Inv. № ЭРРз-854
Published for the first time

Creation of porte-bouquets is also related to the fact that, for several centuries, a noble lady had to wear expensive gloves  
of kid or of silk, which were also covered in embroidery, lace and precious stones. It was very difficult to clean them,  
sometimes even impossible, and they got soiled very quickly, especially when in contact with flower bouquets. The invention  
of the porte-bouquet allowed ladies not to touch the flower stems.” *

Compared to private collections, museum collections of porte-bouquets — in russia as well as in other european countries — 
are not very rich. They usually contain from several to two or three dozen items; the hermitage has nineteen items. most of them 
were created by european masters in the middle or the second half of the nineteenth century, but there are also objects made 
in China and in russia. The exhibition nineteenth to early Twentieth Century porte-bouquets from the bilgi Kenber Collection, 
France was held in the blue bedroom from may to october 2015. 
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“The amazement you feel, realising that everything that has surrounded 
you since childhood, that was the center of your world, the starting point 
for all your ideas about life, not so long ago (100 years before you were born) 
did not exist, is a challenge no less difficult than the prospect of seeing 
the world as it will be after your death. All your life experience, all those 
relationships with people developed over many years, all one’s accumulated 
possessions — all these things lose their significance in the face of time, 
and the awareness of this makes my heart flutter.”
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 Orkhan Pamuk, “Istanbul. City of Memories”, 2003 season
Candida Höfer
steve McCurry

tHe forgotten arCHiteCture of Cairo
MasterpieCes of tHe HerMitage
“gliMpses of italy” in Kazan

froM niCHolas i to niCHolas ii
portrait of prinCe gorCHaKov 
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steve McCurry was born in the suburbs of philadelphia, studied cinema-
tography at pennsylvania state university and worked as a freelance cor-
respondent for a local newspaper. 

Then McCurry went on his first trip to india. He travelled light with 
just a camera and some film. a group of refugees helped him cross the 
afghan-pakistan border and reach the territories controlled by the rebels.  
at the time, foreign journalists were banned from afghanistan, so McCurry 
was the first to take shots of the conflict.

since then McCurry has been to many places. He has taken photos 
of war conflicts, endangered peoples, archaic and modern worlds always 
focusing on individual stories. There are 80 works by the artist at the exhibi-
tion including the famous Afghan Girl.

The museum, theatre, and library halls in Höfer’s pic-
tures are strikingly sterile, unattended by any human. 
otherwise, their traces would be apparent in benches 
pushed aside or a crumpled carpet. These rooms strip 
an empty space down to its design and function. 

The opening photos by Höfer, characterized by  
a high level of precision though taken in poorly-lit halls 
without lighting equipment, are both attractive and 
depressing. These glimpses of the hidden dimension  
of familiar public houses thrill and frighten like haunt-
ed places. The viewer turns into one of Caspar david 
friedrich’s contemplators from the Hermitage collec-
tion displayed in the adjoining halls.

The youth Center of the Hermitage collaborated 
with The department of Modern art to draw up a se-
ries of workshops alongside the exhibition. These in-
volve seminars with Candida Höfer, a movie about the 
photographer’ approach (Silent Spaces) directed by 
rui Xavier, a lecture of the curator yuri Molodkovets 
(Capturing Spaces) aimed at reorganizing the general 
staff Building.

at the end of the exhibition ten photos by Candida 
Höfer will be given over to the Hermitage collection.

Steve McCurry

MoMentary 
vulnerability

From September 29 to November 22, 2015, 
the State Hermitage displayed works 

of the Famous photographer Steve Mc Curry 
at the General Staff building.

Candida Höfer: MeMory
J u n e – S e p t e m b e r  2 0 1 5    

a year ago Candida Höfer was Commissioned by the department of Contemporary art 
at the State Hermitage Museum to photograph the interior decorations 
of the Mariinsky theatre, yusupov palace, pavlovsk and pushkin palaces 
and the Russian National Library, as well as the Halls of the Hermitage.  
as a Result, 25 pictures were Revealed to the public at the display dedicated  
to the year of Contemporary photography.

Candida Höfer born in 1944, 
eberswalde, Germany, 
a graduate of Düsseldorf 
Academy of Fine Arts 
and became a worldwide famous 
photographer after displaying 
photos of deserted public house 
interiors. these were an attempt 
to grasp the bond between 
man and his surroundings.
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in 2006–2011, while Studying the History, Culture and topography 
of the Egyptian Capital, Saint petersburg photographer Ksenia Nikolskaya 
photographed the Colonial-Era architecture of Cairo. abandoned, Half-Ruined Mansions, 
palaces, villas and public buildings, Now on the periphery of the Modern Life 
of the City, bear witness to the European presence in Egypt. Now Covered with dust, 
the Luxurious interiors of these buildings were influenced during their Creation 
by the best Examples of French architecture of the baron Hausmann Era. 

topiC – abSenCe 
“duSt. tHe forgotten arCHiteCture of Cairo”

K S e n i A  n i K o l S K A y A  

C o n C e p t  A u t h o r  A n D  e x h i b i t i o n  C u r A t o r  —  m . b .  p i o t r o v S K y

m A r C h – m A y  2 0 1 5

KseNia NiKolsKaya

We enter the building through the back door and find our-
selves in complete darkness. My heart is beating heavily;  
i do not feel at ease, but then the doorkeeper turns the light 
on — and we see a fantastic space, entirely untouched, covered 
with a soft layer of dust: the palace of sleeping Beauty. 

The building looks as if the owners have only just left it, 
just disappeared, departing hastily without taking their be-
longings with them. in the centre of the luxurious hall is a 
grand staircase of pink marble, decorated with gryphons and 
leading to the first floor gallery with a glass dome above it.  
to the left of the staircase is the dining room; facing it are  
the living room and the library. Throughout there is marble  
and silk, polished wood and crystal, mirrors and paintings 
between the windows… a sensation of former grandeur and 
the drama which unfolded within these walls, a feeling both 
of curiosity and embarrassment, as if you were reading some-
one’s correspondence…

now it seems absolutely natural that my photographi-
cal study of abandoned interiors in egypt started when  
i first entered this building, the serageldin family residence 
in Cairo. Thereafter i saw many beautiful abandoned build-
ings in a state of decay, disappearing before our eyes.  

first i was trying to find in them traces of the saint petersburg 
of my childhood, but then i realised i was equally fascinated 
by their own stories. 

i was born in the soviet union, a country that no longer 
exists, just like the name of my native city — leningrad. and  
i studied the art of ancient egypt on cracked black-and-white 
slides shown to us by a professor who had never been to 
egypt. 

When i went there for the first time, in 2003, i worked  
as a photographer in an archaeological mission of the egyp-
tology research Centre, part of the russian academy of  
sciences in Memphis. This expedition was unforgettable,  
but i was too busy taking photographs to be able to really 
discover the country, even though i did feel a connection  
to this place. later, in 2006, i returned thanks to the support 
of the egyptian embassy in Moscow. This was a real adven-
ture, and as roland Barthes said, there is no photography 
without adventure. 

after coming back to Moscow, i met with the director  
of the egyptian Cultural Centre who wanted to exhibit my pho-
tographs, but while looking at them in his office, with every 
minute he grew sadder and sadder for some reason. in the end S
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MiKhail PiotrovsKy  

on Ksenia Nikolskaya’s photographs we can see, under a cover 
of dust, the Cairo of the belle Époque, the most European 
period in the life of this great city which often gets forgot-
ten in its turbulent centuries-long history. this period is char-
acterised by an exotic oriental adaptation of Mediterranean 
culture. these photographs are stunningly beautiful, and they 
embellish the seeming decay they portray. an abandoned inte-
rior is always beautiful and embodies many qualities. it is life 
stopped short and a story leading into the past. time stands 
still and is winding back, and it is happening in an interior filled 
with objects that, like museum exhibits, have found them-
selves in a new context, no less interesting than the context 
of their previous life. we can feel this lost Egypt better than 
if we looked at real photographs from that time. Monuments 
are able to revive memory.  

i often went to Cairo and stayed for long periods and 
had the pleasure of walking through it. i worked behind the 
scenes at the opera, which had not yet been burnt down. 
i went to clubs that still existed at the end of the 1960s, 
including the famous “automobile Club”; i met the descend-
ants of old pachas. i ate Greek pastries in “Groppi”, went  
to semi-abandoned palaces and to palaces converted into of-
fice buildings. 

this dust-covered Cairo is enchanting in the way  
in which the neglected Leningrad was. in the 1990s there 
were similar photographs taken and similar books pub-
lished about Leningrad, but it only made it more fascinating. 
when i was young i loved exploring abandoned buildings. 
in the 1970s there was a vast programme of extensive 
renovation in Leningrad, and many buildings were empty. 
it was the optimistic version of the desolation we later saw 
in the 1990s. Cairo is located on the edge of the desert;  
if not taken care of, it gets covered in sand dust.  
Saint petersburg — Leningrad — is located on swampy 
land; if not taken care of it quickly falls into decay, like  
in the engravings by Favorsky or piranesi. 

dilapidated architecture is beautiful, but fragile.  
it either crumbles or gets renovated, reconstructed — and 
loses the charm of authenticity. this happens in all great 
cities. Ksenia Nikolskaya preserved a special Cairo for us, 
and did it like only an artist from Saint petersburg could 
do; someone who knows the beauty of decay, which tor-
mented and fascinated us in the 1920s, 1950s and 1990s.  
the aesthetics of fading are one manifestation of the prop-
aganda of renewal. when renewal occurs, it leaves not only 
a document but also artistic evidence. 

This Cairo – The BeauTy of DeCay

“this makes us perceive the anthropogenic environment as an arena  
in which human drama is happening. but try to see these buildings  
as active participants in an historical performance, not as a mere 
background. How wonderfully these actors perform; what dramatic 
ingenuity the artificial environment at the end of the twentieth  
century shows in transforming the characters into nostalgic objects  
by the force of its colonial connotations!
<…> in its nostalgia for “La belle Époque”, the dust of Egyptian  
modernity paints grey the urban palette of the colourful pre-1952  
cosmopolitan life. the post-revolutionary attempts to get rid  
of the dust, often with the help of carpets and brushes (the latter  
were sometimes made of coloured plastic, but the bamboo variety  
is far better), may seem too old-fashioned and traditional.  
the rhythmical tapping of brushes on carpets hung on the art-deco 
balcony balustrades cuts through the cacophony of calls to prayer  
ringing out from loudspeakers, an example of how modernity can give 
birth to its opposite. on the whole, from a universal point of view,  
the Egyptian dust can be compared to a drawn-down curtain.”

professor on barack (israel)

1 |  a mosque in old Cairo 
2010

2 |  rhinoceros 
agricultural Museum. Cairo. 2010

3 |  Working moment of shooting 
Courtesy of the author

1
 

|

2
 

|

3
 

|

he asked me, “so where are the pyramids?” i had to answer 
that i did not find them interesting and that for this reason i had 
never photographed them. our meeting ended there and the 
director never called me back. 

i’d photographed egypt for the last five years, but 
only when i had left the country could i finally develop a vi-
sion, a concept for the project. it happened during a trip to  
the usa in 2009. in new york i met the wonderful photogra-
pher Jason eskenasi who at the time was working temporar-
ily as a security guard at the Metropolitan Museum. Jason 
invited me to the museum on a Monday, when it is closed to 
visitors. The empty building reminded me of the time when 
i was part of a student club at the Hermitage and we could 
enjoy the museum on our own when it was closed in the eve-
nings. and on that day at the Metropolitan i finally saw what 
i had seen before many times, but what i had never really 
noticed: “The Milkmaid”, the famous painting by Jan ver-
meer, was on display as part of an exhibition. during normal 
opening hours you could never even get close to it, but now  
i could look at it intimately. in the picture she is standing  
all alone — and this feeling was strengthened by the emp-
tiness of the museum — but she did not look sad. in the 
background, on a small ceramic tile on the wall, there is  
a Cupid shooting an arrow with his bow. The symbolism  
is quite straightforward: she is longing for her lover. and  
at that point i knew that the main topic of my project would be 
absence; that which i had thought about all the time. 

When we left the serageldin palace, it was already dark 
outside. only several years later would i learn of the stories 
hidden beneath the dust. 

This project took me five years to complete. strangely 
enough, the last photograph was taken on 17 January 2011,  
just several days before the so-called egyptian revolution, 
and i finished editing on 11 february — the day Mubarak lost 
power. 
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MaSterpieCeS 
froM tHe HerMitage: 
tHe legaCy 
of CatHerine tHe great

1 |  Donna Nuda, from the school  
of leonardo da vinci, always attracts  
considerable interest,  
in this case, surpassing titian  
in the center of the hall of italian art

2 |   the opening of the exhibition was accompanied  
by a curatorial commentary in the halls

1
 

|

n A t i o n A l  G A l l e r y  o F  v i C t o r i A ,  m e l b o u r n e

J u l y – n o v e m b e r  2 0 1 5

the Hermitage Collection Covers a Number of Exhibition 
themes that are always in demand all across the world. 
this is due to the High Level and uniqueness of the artworks 
owned by the Museum. Examples would include Exhibitions 
organised on various occasions in venues other than 
the Hermitage itself on Scythian Culture and the Region North 
of the black Sea, impressionists, Classic art Nouveau and, 
of Course, Catherine the Great. 

1  see the article about the exhibition in the 21st issue
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the famous empress has long been an iconic histori-
cal figure causing intrigue with her glorious biography, excep-
tional role on the political scene and rather dramatic personal 
life. The Hermitage she created preserves numerous relics 
from that historical period and the empress’s collections. They 
serve as an abundant source for even more exhibitions which 
can tell the famous empress’s story in a unique way. over the 
last two decades alone the Hermitage has organised exhibi-
tions about Catherine ii 4  in the netherlands, Japan, the united  
Kingdom, China and other countries. The concept of the  
exhibition in the national gallery of victoria in Melbourne was 
created at the same time as the Hermitage of Her imperial  
Majesty 1 exhibition was being organised as part of the celebra-
tions for the museum’s 250th anniversary. This is why some 
sections of the two exhibitions are very similar, however their 
scale and contents were meant to be largely different. fur-
thermore, the organisers took into account that masterpieces  

of Western art from the Hermitage had already been dis-
played in Melbourne, albeit nearly 30 years ago. Many objects 
from the previous exhibition were from Catherine’s collection  
and the organisers did not want to repeat themselves.

The permanent collection of the national gallery set the 
benchmark for the selection process. The national gallery 
holds the best selection of artworks in australia. it was mostly 
created in the 1920–1930s and reflects the artistic tendencies  
of those years. The museum has a rather impressive collection 
of masterpieces from the dutch school and the Baroque pe-
riod. its gem is the splendid Banquet of Cleopatra by tiepolo 
which had been sold as part of the soviet sale of Hermitage 
paintings through the Antiquariat agency. The gallery also 
holds a significant collection of works from the 18th century, 
with english painters prevailing. its highlight is a set of paint-
ings by Joseph Wright of derby.

The museum in Melbourne has strong ties with art  
exhibitions australia, a small public company established  
by the australian government in order to arrange and pro-
mote major art exhibitions on this remote continent. owing 
to its administrative and financial support, the museum has 
hosted exhibitions from prado, louvre, d’orsay and exposi-
tions on turner and Monet.

every winter, when it is summer in australia, the national 
gallery of australia holds one major exhibition which be-
comes an artistic highlight in the largest city of the continent. 
in 2015 it was the Hermitage that had the privilege of playing 
this role. The australian exhibition was based on the history 
of the Hermitage, its expansion and its transformation from 
an entertainment pavilion into the largest museum collection 
of the second half of the eighteenth century. as in the Hermit-

age itself, the organisers tried to give visitors an idea about 
the way the Hermitage buildings looked at the time, tell the 
story of their creation, the style of the architecture in the city 
in the 1760–1790s and show this group of buildings in the 
context of the city panorama. in the catalogue this subject 
is covered in the introductory article called The Genesis of 
the Hermitage. The development of the european art collec-
tion is presented in this article as a logical continuation of  
peter i’s reforms during the enlightenment, as a wise politi-
cal gesture which created a brilliant display of the country’s 
progress, as a powerful image-making move which contrib-
uted to the glory of the wise Star of the North (this is what 
voltaire called the empress). at the same time it was a deeply 
personal and intimate world imbued with a sincere love for 
art, where not only the collections but each detail of the inte-
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3 |  Adoration of the Magi by rubens  
was the center of the composition  
of the hall of flemish art

4 |  table, laid with a sevres Cameo Service,  
gave an idea of the splendor and luxury  
of palace life during the reign of Catherine ii

the Hermitage exhibition has become 
the most visited art exhibition 
in the history of australia. the interest 
to our exposition can be proved 
with the fact that long before the end 
of the exhibition all catalogs had been 
sold — more than 10 000 copies
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rior and life was carefully looked after and seen to by Cathe- 
rine ii. Her museum combined artistic collections and a library,  
a collection of minerals, a botanical garden, a treasury  
and a theatre. she managed to create an ideal environment 
for the contemporary intellectual, a universe of sorts which 
unified fine arts and science and gave the Hermitage a unique 
image which it has largely kept up to this day.

at the exhibition at the national gallery of victoria the 
early history of the Hermitage was covered in the introduc-
tory hall with a large full-dress portrait of Catherine the great 
by alexander roslin. in the same hall, just as in the Her-
mitage one day, the visitors were greeted by a marble bust  
of voltaire.

in a separate large case there was an installation on 
the lift tables of the Hermitage. it had a table laid with the  
sevres Cameo Service, ceremonial french silverware and 
sevres biscuit porcelain figurines. another case contained  
a Cameo Cabinet installation including items from the  
famous roentgen and rauch furniture sets and tables with 
cameos from the empress’s collection. The walls in this hall 
were decorated with paintings by Benjamin pattersen depict-
ing late eighteenth century st. petersburg. one wall had a col-
lection of panoramic views and drawings of the Hermitage 
buildings and interiors, while the opposite wall — a collec-
tion of drawings, maps and views of Catherine’s constructions 
in and outside the city which were acquired by the museum  
during her reign. This section of the exhibition displayed works 
by Quarenghi, Cameron, starov, and neyelov, the masters  
of the russian architecture of the late eighteenth century.  

The architectural theme continued in the walk-through hall, 
where one decorative group comprised watercolour and 
gouache paintings by Charles-louis Clérisseau, Charles  
de Wailly, louis Jean desprez, and giuseppe Manocchi. 
These were architectural fantasies and projects showing  
the empress’s interest in roman art and architecture, as well 
as neoclassical architecture. Her collection of graphic arts 
composed a unique ‘architectural library’.

The exhibition continued through a few grand halls dedi-
cated to the empress’s picture gallery. two italian halls had 
such renaissance and Baroque masterpieces as Portrait  
of a Young Woman by titian, The Rest on the Flight into Egypt 
with Saint Justice by lorenzo lotto, Portrait of a Young Man 
by domenico Capriolo, works by paris Bordone, domenico 
fetti and two large landscapes by Bernardo Bellotto. austra- 
lian visitors seemed to be particularly intrigued by Donna  
Nuda attributed to leonardo da vinci’s school. 

The flemish art Hall had such large-scale canvass-
es as The Adoration of the Magi by rubens and his work-
shop. rubens was also represented by Roman Charity and  
The Conversion of St. Paul. This hall is complemented by works 
by van dyck (Family Portrait), Jacob Jordaens (The Apostles,  
St. Paul and St. Barnabas at Lystra and Portrait of a Fam-
ily), Cornelis de vos (Self-portrait Of The Artist With His Wife 
Suzanne Cock And Their Children), david téniers the younger 
(The Village Fete) and others. small as it was, this collection  
of works gave visitors an impressive idea of the flemish  
Baroque in its prime and demonstrated the role of the masters 
represented in the empress’s painting collection, even though 
the flemish group was divided into two halls.

The highlight of the dutch seventeenth century art sec-
tion was rembrandt with his Portrait of a Scholar and Young 
Woman with Earrings. This section also included Portrait  
of a Young Man in a Beret by rembrandt’s workshop, Por-
trait of a Young Man Holding a Glove by frans Hals, Bacchus  
and Ariadne by ferdinand Bol, A Stag Hunt by philips  
Wouwerman, Waterfall in Norway by Jacob van ruisdael,  
Doctor’s Visit by gabriel Metsu, Guardroom by Jacob duck,  
a couple of large paintings with birds by Melchior 
d’Hondecoeter, Convivial Fellow and Lute Player by gerrit 
van Honthorst along with other equally significant paintings.  
such a selection successfully demonstrated both the original-
ity and variety of dutch artworks in Catherine’s Hermitage and 
a wonderful selection of rembrandt’s works in the imperial 
collection.

The french hall of the exhibition had paintings by 
seventeenth century artists, such as louis le nain, Claude 
lorrain, sébastien Bourdon, and Jean-Baptiste santerre. 
However, the focus in this hall was on the renowned artists  
of the eighteenth century. Here visitors could see antoine  
Watteau’s Savoyard With a Marmot, nicolas lancret’s  
Concert in the Park, francois Boucher’s Landscape with  
a Pond, Jean-simeon Chardin’s Laundress, and a couple  
of paintings featuring turkish sultanas by Carle van loo.  
such an extensive collection of french paintings is due to 
the special place france occupied in european cultural life  
in the second half of the eighteenth century and the role 
french literature, art and philosophy played in russian soci-
ety at the times of Catherine the great.

The next hall had a marble bust of Catherine the great 
by Jean-antoine Houdon in the centre. one of the themes pre-
sented in this hall was the empress as a patron of european 
artists. Here visitors would find Filial Piety (The Paralytic) 
by greuze, The Destruction of the Turkish Fleet in the Bay  
of Chesme by Jakob Hackert, St. John the Baptist in the Desert 
by anton raphael Mengs, Iron Forge Viewed from Without  
by Joseph Wright of derby, and Cupid Untying the Zone  
of Venus by Joshua reynolds. another highlight of the same 
hall was a selection of amazing drawings by european  
artists. suffice to say, that on display were works by  
rembrandt, rubens, dürer,  Callot, dumonstier, poussin,  
van dyck, and guercino. This part of the exhibition was  
of particular interest to australian visitors since collec-
tions of graphic classical works available in the country are  
rather modest.

The row of halls presenting the imperial art gallery end-
ed with the Warpole Hall. The organisers thought it would 
be a good idea to dedicate a whole section of the exhibi-
tion to one of Catherine ii’s largest acquisitions. This was 
the only way to build such an extensive and universal collec-
tion of european art in such a short period of time. The first 
British prime Minister’s collection was justly considered the 
best private collection in Britain. This section also included 
a portrait of Warpole, 1st earl of orford, himself. The paint-
ing by Jean-Baptiste van loo was bought from his grandson 
together with the arts gallery at the family estate, Houghton 
Hall, in norfolk. among the masterpieces from this collec-
tion on display in this hall were a couple of royal portraits  
by van dyck, Landscape with Stone Carriers, Lion Hunt  
and Head of a Franciscan Monk by rubens, Bird’s Concert 
by snyders, Monkeys in the Kitchen by teniers the younger, 
Adoration of the Shepherds by Murillo and so on. This was  
a powerful final chord to a succession of high spacious halls 
dedicated to the Hermitage arts gallery.

a very small and low-rise room nearby resembled  
a jewellery box. Here visitors would find exquisite works, 
mostly silver filigree, by Chinese jewellers from the sev-
enteenth to early eighteenth century. since the reign of  
Catherine the great, the Hermitage has had the best collec-
tion of such artworks in the world. These fragile masterpiec-
es, for which Catherine had a particular, feminine interest,  
are rarely on display outside the Hermitage. The highlight 
of this section was a large toilet service with a high mirror 
painted with exotic birds and surrounded by thirty eight 
items: jewel cases, boxes, coffee and tea sets and so on. The 
same section included various golden pins and combs, and 
next to finest Chinese jewellery — ilya neyelov’s designs of  
a Chinese village in the park of tsarskoe selo. such a cul-
tural rapprochement was caused by a fascination for China  
in russia in the eighteenth century.

The exhibition in Melbourne was different from the pre-
vious ones dedicated to the times of Catherine the great. it 
did not touch upon her biography, any details of her everyday 
life, did not present any of her personal belongings, russian 
history or ethnography. it focused entirely on demonstrating  
the splendour of her favourite creation, the Hermitage. Judging 
by the feedback from the visitors and reviews of critics, experts 
and colleagues, the desired effect was achieved.
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in  the second half of the sev-
enteenth century and even more so in the eight-
eenth century, english, french, and russian no-
bles were expected to tour italy commissioning 
portraits as well as purchasing paintings and 
sculptures. 

alongside the tsars’ collection the Hermitage 
deploys a large number of works from private col-
lections, which were originally bought on trips to 
italy. These were generally kept in private apart-
ments rather than displayed in ceremonial cham-
bers and were cherished as a part of memorabilia 
regardless of their artistic merit.  

in the sixteenth century italian masters  set 
the trend: french, spanish, german, dutch art-
ists and sculptors followed in their footsteps.  
The cultural exchange became even more evi-
dent in the seventeenth century. it resulted in  
a somewhat universal movement and style involv-
ing all european masters. at first, it was known as 
Caravaggio style, then Baroque. one of the lead-
ing figures of this movement was the dutch artist 
nicolaes Berchem, who addressed mythological 
subjects (Pastoral Scene. Education of Jupiter). 
The popular genre of urban crowd scenes is rep-
resented at the exhibition by Market in a Square 
(Johannes lingelbach), Quack (ian Miles), as well 
as by a fine nineteenth century painting Fireworks 

1 0 t h  J u n e  2 0 1 5  –  1 9 t h  F e b r u A r y  2 0 1 6

e x h i b i t i o n  h A l l  “ h e r m i t A G e - K A z A n ”

“Glimpses of italy” is to open a Series of Events 
Celebrating the 10th anniversary of the “Hermitage-Kazan” 
Exhibition Hall, the First Hermitage Filial in the Russian 
Federation. the Exhibition displays 190 Hermitage paintings, 
Graphic works, and Sculptures of three Centuries 
From the 1650s to the 1960s.

gliMpSeS of italy

in Naples (oswald achenbach). other eight-
eenth and nineteenth century masters inspired by  
italian landscape and architecture were the fa-
mous Claude lorrain, alessandro Magnasco, 
Hubert robert, Claude Joseph vernet and Jakob 
philip Hackert. 

paintings are displayed alongside bronze 
statuettes copying bigger originals of famous 
ancient roman statues. These statuettes signify  
an interest in ancient times, which was typical  
of italian visitors in the eighteenth century. 

The most collectable items were graphic 
sheets with italian sights, which were relatively 
cheap and transportable. in the eighteenth centu-
ry, this gave rise to the italian genre of urban land-
scape, veduta. The works by Marieschi Michele 
and giovanni Battista piranesi were exemplary 
for many masters of this genre. in the nineteenth 
century the former were replaced by water-color 
landscapes painted by posillipo artists, the first  
to work in the open air. 

The debutants at the exhibition will be  
ippolito Caffi with View of the Castle Sant'An-
gelo, a recent Hermitage acquirement, the 
youngest nineteenth century portraitist franz 
Xaver Winterhalter with an unfamiliar la siesta, 
gabriele smargiassi and giacinto gigante with 
restored landscapes. vasily uspensky, the exhi-
bition curator, says: “We wouldn’t be surprised 
if petersburgers decided to come to Kazan  
to admire the masterpieces which haven’t been 
displayed in st. petersburg.”

190 works from the collection 
of the State Hermitage Museum 
were presented in the halls 
of the exhibition center Hermitage-Kazan
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froM niCHolaS i to niCHolaS ii. 
tHe age of HiStoriCiSM in ruSSia

1 8 t h  S e p t e m b e r  2 0 1 5  –  1 8 t h  m A r C h  2 0 1 6

e x h i b i t i o n  h A l l  “ h e r m i t A G e – v y b o r G ”

this Exhibition Features 
a Remarkable period 
in the Cultural History of Russia, 
which Spanned the Reign 
of Four Successive Emperors, 
Namely: Nicholas i, alexander ii, 
alexander iii, and Nicholas ii

in the 1820s, fascinated by the latest european fad, 
russia lost interest in classicism and fell for the 
romantic idea of historical revival. in search for 
inspiration, artists and applied art masters started 
to rediscover the heritage of different countries. 
as a result, we now enjoy a number of art move-
ments called “styles”: “neogreek”, “gothic”, “sec-
ond rococo”, “renaissance”, “Moorish”, “orien-
tal” and so on. The “russian” style was somewhat 
sidelined. Historical thinking was applied to all art 
forms: literature, music, architecture, painting, and 
sculpture. However, it proved even more inspira-
tional for the decorative arts involved in interior 
decorations. 

This is a complex display of 285 exhibits 
from the Hermitage collection including paint-
ings, graphic works, costumes, furniture; china, 

glass, and silver pieces; works in stone, bronze, 
and metal. These are accompanied by photographs 
featuring notable events and architectural monu-
ments, as well as by nineteenth century portraits  
of contemporaries. 

The centerpiece of the exhibition is a set  
of watercolors depicting the new interiors of the 
Winter palace commissioned in the aftermath  
of the 1837 fire. Contemporaries saw this renova-
tion as a historical moment noting the latest art 
trend. The pictures of palace halls as well as au-
thentic decorative elements are displayed in all 
parts of the exhibition. 

The Hermitage collection gives a full picture 
of historicism in russia. The exhibits vary in quality 
from the finest pieces to simpler items made for the 
middle class consumer.  

285 exhibits from the collection 
of the State Hermitage Museum, 
including paintings, drawings, 
costumes, furniture, porcelain, 
silver, glass — in the halls 
of the exhibition center 
Hermitage-Vyborg

 george vilinbachov at the opening ceremony:   

“We are exposed to historicisms from an early  
age and it evokes many memories. These are  
of historical novels of the period; tin soldiers  
and other childhood toys impersonating not only 
soldiers of the seventeenth and eighteenth  
centuries, but also warriors of earlier times,  
such as Romans, Persians, or knights. These toys 
often serve as a history lesson for children leading 
them to an interest in learning it later in life.  
As a result, archeology, museum work  
and other history related walks of life received  
a boost at the time.

Aside from its European implications, historicism  
in Russia is highly associated with the NeoRussian 
style. Our exhibition is aimed at showing Russian 
historicism: the way Russian artists relied  
on ancient, medieval, gothic heritage, revived 
Rococo and Baroque styles as well as Russian 
heritage and styles. We display NeoRussian  
furniture and attire, such as kokoshniks, which  
were in vogue under Nicholas I, or costumes 
recreating designs from Alexei Mikhailovich’s reign, 
worn at the exemplary ball of 1903.”
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The InTernaTIonal hermITage FrIends’ Club

tHe international HerMitage friends’ CluB — is a special program 
of the state Hermitage Museum that for the first time in russia has united friends 
around the museum. over the yearsof its successful activity, the Hermitage friends’ Club 
has already implemented and is carrying out numerous museum development projects 
with the support of its many friends all around the world.

The year 2014 marked the 250th anniversary of the Hermitage. The Museum celebrated this date with a burst of cultural events:
exhibitions, festivals, ceremonies and receptions, and prepared a special present for all museum visitors, — the opening 
of new permanent displays and exhibition spaces in the small Hermitage and the general staff Building.

Hermitage friends all around the world participated in the celebration of the anniversary of the beloved museum with an array 
of generous donations, supporting restoration projects and exhibitions of art masterpieces, and organizing gala receptions 
which honored the great museum, its contribution to the world of culture, and the work of everyone involved in its activity.

Though the celebrations are over, the Hermitage continues to further cooperation with its patrons, partners and friends.
The number of new friends continues to grow, and the geography of Hermitage branches and friends’ organizations 
is steadily expanding, now including italy and israel.

for the Hermitage every contribution is important. We are happy to introduce new programs and projects for museum development
to our friends and look forward to their continued support. in addition, the new spaces and exhibitions at the general staff  Building
open new exciting opportunities for interesting collaborations.

Your parTICIpaTIon wIll help us preserve 
The hermITage and ITs Treasures For FuTure generaTIons!

The sTaTe hermITage museum InvITes all Those who Care
abouT The FuTure oF ThIs greaT museum To beCome ITs FrIends.

Hermitage Friends’ Club
Komendantsky entrance
to the Winter Palace,

Palace Square, St. Petersburg

Postal address:

The State Hermitage Museum

34 Dvortsovaya Emb.

190000

St. Petersburg, Russia

Tel. (+7 812) 710 90 05

Fax: (+7 812) 571 95 28

www.hermitagemuseum.org

Foundation 
Hermitage Friends
in the Netherlands
P.O. box 11675,

1001 GR Amsterdam

The Netherlands

Tel. (+31 20) 530 87 55

Fax (+31 20) 530 87 50

www.hermitage.nl

Hermitage Museum
Foundation (USA)
505 Park Avenue, 20th Floor

New York, NY 10022 USA

Tel. (+1 212) 826 30 74

Fax (+1 212) 888 40 18

www.hermitagemuseumfoundation.org

The State Hermitage Museum
Foundation of Canada Inc.
900 Greenbank Road. Suit # 616

Ottawa, Ontario. Canada K2J 4P6

Tel. (+1 613) 489 07 94

Fax (+1 613) 489 08 35

www.hermitagemuseum.ca

Hermitage Foundation (UK)
Pushkin House. 5a Bloomsbury Sq.

London WC1A 2TA

Tel. (+44 20) 7404 7780

Fax (+44 20) 3116 0151

www.hermitagefoundation.co.uk

Association 
of the Friends
of the Hermitage
Museum (Italy)
Amici del Museo Ermitage (Italia)

Via Santo Spirito n. 11

Palazzo Frescobaldi

50125 Firenze

Italia

Tel. (+39 055) 538 78 19

Fax (+39 055) 538 78 19

www.amiciermitage.it

Hermitage Museum
Foundation Israel
65 Derech Menachem Begin St.

4th Floor

Tel Aviv 67138

Israel

Tel. +972 (0) 3 652 65 57

Fax +972 (0) 3 652 65 46

www.hermitagefoundation.com



economics has an interesting view 
on financing culture: money invested in art re-
turns to society in revenue from businesses which 
feed the theatre and museum visitors, accommo-
date those who come from other cities, and sell 
them books, albums and souvenirs. Museums 
and theatres create jobs, helping the develop-
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ment of related infrastructure: workshops, stu-
dios and publishing houses. The compulsion to 
form a “creative” economy in major russian cities  
is important not only for the culture, but also for 
the prosperity of the country. fortunately, it seems 
that this is evident to the municipal authorities  
in ekaterinburg, vladivostok, Kazan and vyborg: 
they are actively supporting the work of the future 
and existing Hermitage branches.

When defending himself from the obscu-
rantist attacks on the Chapman 3  Brothers ex-
hibition and on contemporary art as a whole, 
Mikhail piotrovsky said: “it is the museum that 
decides what is art and what is not”. The sacred 
position of the Hermitage in russian culture will 
help carry this view into the major russian cities. 
When radical activists impose their censorship 
even in the very heart of Moscow, the Hermi- 
tage branches will be a reputable interlocutor in 
the dialogue on the acceptability of art, and their 
reasonable but firm position — such is the cor-
porate culture of the country’s main museum —  
will help bring mutual understanding between 
creative circles and the conservative public,  
who are often the victims of the atrocious dema-

goguery of speculators trying to commercial-
ize the notion of “spirituality”. 

The Hermitage’s international ac-
tivity is becoming especially impor-

tant. at a time when relations be-

From the point of view of urban planning, the “Hermitage” 
brand Extension Has been an absolute Success: in towns where 
Local Cultural Life Might Not include Famous Names widely Known 
in Russia and beyond, the Museum’S Centers Have become 
the Main Cultural attraction. 

tween russia and the West are quite complex, 
the Hermitage is one of the pillars of our culture 
which evokes only positive images: saint peters-
burg, enlightenment, Catherine the great and 
her patronage of the arts, breathtaking beauty, 
a collection of inestimable cultural and histori-
cal value, and Mikhail piotrovsky. British Mu-
seum director neil Macgregor stated recently 
in The new york times, “Most of us [museums’ 
executives] consider him the best director in the 
world.” 

at the peggy guggenheim museum in  
venice almost all the employees speak ital-
ian with a very pronounced american accent.  
This is, undoubtedly, soft power: we are very  
far away from you, we are accused of isola-
tionism, of being self-centered — but here are 
dozens of young people studying your culture  
and your language who came from the other 
side of the atlantic. it would be nice to see this  
in the Hermitage branches abroad — in the 
netherlands, in italy, in israel, in the usa:  
the museum shows the world an image of ed-
ucated russia, and this image should include 
people who live and work in the present, who 
reflect the best we have in us. Besides arts and 
sciences, the Hermitage should have within it 
the human being. let him or her speak english 
and the local language fluently, with a mysteri-
ous russian accent: the James Bond series al-
ready proved to us that this is very attractive for  
Her Majesty’s subjects — and not only for them. 

it remains to be seen if the Ministry of Culture 
will be willing to support such a project at the pre-
sent time, but one can only wish that there will be 
philanthropists who understand the importance 
of fostering cultural and human dialogue, now 
more than ever. 
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* “do not touch my drawings” — during the siege of leningrad one  
of the museum officials or some educated leningrad resident hiding in 
the Hermitage vaults wrote this quotation from archimedes on the mu-
seum wall. These words were originally addressed to a roman soldier 
who went on to kill the scholar. today, no one remembers the soldier’s 
name, while the memory of archimedes lives on. 

Memory restores justice, and the good defeats the bad.
This war seems so distant: 70 years can alter actual historical 

memory. nevertheless, the hearts of russians are still grieving for 
these tragic events. The siege of leningrad is an example of not only 
military and civil courage, but also of an outrageous war crime similar  
to the catastrophes of dresden and Hiroshima. 

There are many reminders that keep the memory fresh. on rainy 
days, the cracks left by shells and bombs swell like wounds. in the work-
shop at staraya derevnya they are still restoring carriages damaged  
in the bombing. in the new exhibition hall in Manege of the small  
Hermitage you can see the traces of that explosion. our moral duty  
is to pass on the memory of those tragic events in which the museum 
was involved. This is both an important lesson and a rich legacy for us. 

noli tangere CirCuloS MeoS *

pavilion Hall of the Hermitage. 1942–1943
photo: Boris Kudoyarov (1898–1973)
15 x 10.5 cm

1 |  adrian Kaplun 
View of the Alexander 
Column from the window 
of the Winter Palace 
april 25th, 1942 
paper; pencil, colored pencils 
24.2 x 21.7 cm 
The state Hermitage Museum

2 |  vera Milyutina 
A Hermitage hall with 
empty frames and sand 
april 1942 
Сharcoal on paper 
34.5 х 35.3 cm 
The state Hermitage Museum

3 |  adrian Kaplun 
The large skylight rooms 
in the Hermitage  
with empty frames 
May 27th, 1942 
lithography. 22.6 x 30.9 cm 
The state Hermitage Museum

4 |  Sergei Mikhailov 
Bomb Shelter  
at the Hermitage 
november 19th, 1941 
paper; Black chalk, charcoal 
14.5 x 19.6 cm 
The state Hermitage Museum

2 |

1 
|

3 |

4 |

“We sHall remember tHose years…”. a Hermitage CHroniCle of War and ViCtory. on tHe 70th anniVersary of tHe ViCtory

ExHibitioN about tHE LiFE oF tHE MuSEuM duRiNG tHE GREat patRiotiC waR 
woRKEd iN tHE FoyER oF tHE HERMitaGE tHEatRE SiNCE apRiL to JuLy 2015
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MiKhail PiotrovsKy
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A RESTAURANT OF CLASSICAL RUSSIAN CUISINE 
IN THE MENSHIKOV PALACE

Restaurant «Mein Herz»
Saint-Petersburg

15 Universitetskaya Naberezhnaya 
Tel.: +7 (812) 928-03-28

e-mail: meinherz@nashpiter.ru
Opening hours: 11:00–23:00
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awards to the official state hermitage hotel
in January 2015 the official State Hermitage Hotel became the prize-
winner of the international Hotel awards in the nominations “best Hotel” 
and “Hotel web-site”.
the Hotel has also been awarded the prestigious 2015 tripadvisor  
travelers’ Choice award in three categories: top Hotels, Luxury and best 
Service in Russia. 

Dedicated to the 71 year anniversary 
of the Complete Lifting of the siege of Leningrad
From 27 January to 2 February a multimedia program “the Hermitage  
during the Siege”, created at the Hermitage School Centre, was shown  
on a screen in the Jordan Staircase of the winter palace. 
the exhibition “the Siege of Leningrad in Children’s drawings” was pub-
lished on the museum website: 24 drawings by the pupils of the Hermitage 
art Studio dedicated to the life of the museum during the Siege.
on 27 January, a Memorial evening dedicated to the 71-year anniversary 
of the complete liberation of Leningrad from the siege was held at the 
official Hotel of the State Hermitage Museum. the guests included siege 
veterans and combat veterans, among whom were Hermitage employ-
ees, as well as representatives of the union of Journalists and the union  
of theatre workers, members of the public organisation “Residents  
of the Central district of besieged Leningrad” and distinguished ath-
letes who were welcomed by Mikhail piotrovsky, director of the State 
Hermitage Museum, E.p. babayev, the hotel director, and representatives  
of the St. petersburg City administration.
on 28 January, a delegation of employees of the State Hermitage Museum 
laid flowers at the memorial plaque at piskaryovskoye Memorial Cemetery 
in memory of the Museum employees who died during the Great patriotic 
war and the siege of Leningrad.

The state hermitage 
receives the foreign affairs Ministry reward
on February 10, 2015, diplomats day, a gala reception was held at the 
Marble palace, where a Foreign affairs Ministry representative in Saint 
petersburg handed out awards for efficient work in the field of interna-
tional cooperation. the State Hermitage received a diploma and a medal 
for developing international cultural cooperation. 

Presentation of a New Publication 
about the General staff Building 

on 27 February 2015, the new publication "State Hermitage Muse-
um. General Staff building. Creation of the Museum" (published 

by the bronze Horseman publishing House, St. petersburg, 
2014) was presented.

it was attended by M.b. piotrovsky, director of the State Hermitage  
Museum, L.L. pozdeev, president of the bronze Horseman publish-
ing House, N.i. yavein, Head of the Studio 44 architectural workshop, 
v.p. Lukin, Chief architect of the State Hermitage Museum, a.N. dydykin, 
Head of the General Staff department, and i.G. astrov, Head of the History 
Sector.
the limited edition is a gift of the bronze Horseman publishing House  
to the State Hermitage Museum. 

The Cyprus President Nicos anastasiades’ 
Visit to the hermitage
on February 27, 2015 the president of the Cyprus Republic Nicos anasta-
siades and his spouse visited the State Hermitage.

russian instagram users in the hermitage
on 2 March 2015 Russian instagram users took part in the #emptyher-
mitage event in the State Hermitage. they had the opportunity to visit  
the halls of the General Staff building that have been opened after the 
restoration, permanent displays and temporary exhibitions, in the absence 
of visitors. the event took place on the initiative of the State Hermitage 
with the support of yury Molodkovets, curator of the #emptyhermitage 
project on the museum side.

signing of the Protocol of intent between 
the state hermitage and the “LCr Group” 
on the Conditions of the Creation 
of a Museum Centre in Moscow
on March 11, 2015, in the Council Chamber of the Hermitage the protocol 
of intent between the State Hermitage and the “LCR Group” was signed. 
the protocol on the creation of the Hermitage-Moscow museum centre 
(“Hermitage 20/21”) was signed by the Museum director-General, Mikhail 
piotrovsky, and the “LCR Group” director-General, andrey Molchanov. 

director of the State Hermitage Museum 
Mikhail piotrovsky and president of book-trade 
House “bronze Horseman” leonid pozdeev 
on the presentation of the book 
The State Hermitage Museum. The Main Staff. 
Creating a museum

the ceremony was attended by the director of Cooperation with inves-
tors and public Relations, yuri ilyin, the project architect Hani Rashid, 
the Hermitage vice-directors and heads of departments, and media 
representatives. 
the project will be realized in two stages. the first one includes the de-
sign and development of technical projects by the “LCR Group” as well 
as constructing, equipping and the interior design of the Museum Centre.  
the second stage is the opening and running of the centre, including hold-
ing artistic and historical and cultural exhibitions. Contemporary art exhi-
bition programmes will be considered by the Hermitage as a priority and 
will be part of the existing global “Hermitage 20/21” project, as well as  
the development of the “big Hermitage” conception. 

restoration Workshop by the state hermitage Museum 
in the eastern Crimean historical 
and Cultural Museum-reserve
the State Hermitage Museum held a workshop “issues of Restoration of 
archaeological objects Made of Metal with active Corrosion” at the Eastern 
Crimean Historical and Cultural Museum-Reserve on 16–21 March 2015.
it is the first workshop organized at the Eastern Crimean Museum-
Reserve for experts from Crimean museums in Sevastopol, Simferopol, 
bakhchisarai and Sudak, as well as from the Republic of tatarstan,  
by the Laboratory for Scientific Restoration of objects of applied art  
of the department of Scientific Restoration and Conservation of the State 
Hermitage Museum.

The 9th “Dedication to Maestro” international festival 
was held on March 19–29 
in the best saint Petersburg concert venues. 
according to the tradition, the festival programme was dedicated to the 
major events and dates of the year 2015. Classic and jazz concerts were 
held, featuring well-known artists as well as young talent. 

signing of the agreement between 
the state hermitage Museum and Korean air
on 20 March 2015, a ceremony of signing sponsorship and license agree-
ments between the State Hermitage Museum and Korean air for the years 
2015–2020 took place in the Council Chamber of the State Hermitage 
Museum.
the agreements were signed by Mr. Mikhail piotrovsky, director of the 
State Hermitage Museum, and Mr. Sung Hoi Song, Regional director and 
Managing vice president of Korean air Headquarters in Russia and the CiS.
the project is a continuation of cooperation between the Museum and 
Korean air and includes production of information materials for visitors, i.e. 
Hermitage guide maps, including for visitors with disabilities, and posters 
for temporary exhibitions in Russian, English, French, German, Chinese, 
Korean and Spanish which are to be placed in the museum.

The 10th Patron’s Day in the hermitage
on 13 april 2015 the Hermitage theatre was the setting for the 10th 
patron’s day, an annual celebration organized by the State Hermitage and 
the public organization Journalistic Centre for international Collaboration 
that publishes the “Russky Metsenat” almanac of social partnership.

Mikhail piotrovsky, General director of the State Hermitage, welcomed 
those attending the ceremony. then the meeting participants spoke about 
major charity programmes of the year. 
Representatives of the Guild of Master armourers creative union, the col-
lectors and art patrons alexei Gnedovsky and Gennady Sokolov, handed 
over to the Hermitage a collection of Sudanese weapons. Examples of 
the weapons were put on show in cases in the foyer of the Hermitage 
theatre. also on display there were two other works acquired for the 
Hermitage: a preparatory drawing for Hieronymus Francken the younger’s 
painting “the parable of the wise and Foolish virgins” (donor: v.M. aminov)  
and a putative portrait of Hetman Mazepa by balthasar denner (donor: 
a.N. Leshchinsky).

Mikhail Piotrovsky awarded the “innovation” prize
on 21 april 2015 the awards ceremony for the 10th “innovation”  
all-Russian Contemporary visual art Competition was held in Moscow.
Mikhail piotrovsky, the General director of the State Hermitage, became 
a winner in the nomination “For the support of Russian contemporary 
art”. 

handover of the diver N.s. Myshlyaevsky’s helmet 
after its restoration in the state hermitage 
to the Kronstadt Naval Museum
on 30 april 2015 at the “Staraya derevnya” Restoration and Storage 
Centre the helmet of the diver N.S. Myshlyaevsky who died in the Great 
patriotic war was handed over to the Kronstadt Naval Museum after reno-
vation of the object at the State Hermitage. 
in october 2013 the Kronstadt Naval Museum director v.N. Shatrov asked 
the State Hermitage for help in the restoration of the diver’s helmet which 
had been retrieved from the bottom of the Gulf of Finland. on 7 November 
2013 the diver’s helmet was delivered to the State Hermitage department 
of Scientific Restoration and Conservation, Laboratory for Scientific Resto-
ration of applied art objects. during 1,5 year, the restorators did a great 
amount of work for the renovation of this unique object. 

The state hermitage at the 12th edition 
of “resTauro. exhibition on the art 
of restoration and Conservation of the Cultural 
and environmental heritage” in ferrara (italy)
on 6–9 May 2015 the Exhibition on the art of Restoration and Conservation 
of the Cultural and Environmental Heritage in Ferrara was held simultane-
ously with the “Expo Milanо 2015”. 
the State Hermitage held workshops on the “technique of Russian  
Mosaics” (Laboratory for the Scientific Restoration of Sculpture and  
Semi-precious Stones) and the “technique of Stained Glass” (Laboratory 
for the Scientific Restoration of applied art objects, Stained Glass Restora-
tion Sector). 

The state hermitage for the Great Victory Day
there was a whole range of events organized by the State Hermitage  
to commemorate the Seventieth anniversary of the Great victory. the ex-
hibition “we shall remember those years…”. a Hermitage Chronicle of war 
and victory” was held in the museum. 
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the sides agreed on the priority exchange of information and special  
information support provided to the Hermitage by “Rossiyskaya Gazeta”  
in covering the events held in the museum, in its affiliated centres  
and those organized by the museum. 

Gala Charity Banquet at the Winter Palace 
on 26 June 2015, the State Hermitage Museum hosted the x Gala Charity 
banquet. 
the guests approached the famous portico with the atlanteans of the New 
Hermitage and proceeded to the Gallery of History of ancient painting, 
where they enjoyed a welcome cocktail.
Mikhail piotrovsky, director of the State Hermitage Museum, greeted the 
audience at the Hermitage theatre. He handed the honorary diamond badg-
es “artist at the Hermitage” to the honoured guests Zaha Hadid 1 , the 
famous architect and the only female winner of the pritzker architecture 
prize, and Candida Höfer, one of the classics of contemporary photography, 
whose solo exhibitions were held in the museum halls.
the gala concert of opera and ballet soloists held at the Hermitage 
theatre, as well as the program of the evening in general, were a dia-
logue between the classics and modernity. Symbolically opened by the 
overture “Musical Journey: from beethoven to the present days”, it in-
cluded arias from the classical operas “Carmen” by bizet and “Lucia di 

Lammermoor” by donizetti, the pas de deux from “Carmen Suite” by Shchedrin  
and “the dying Swan” by Saint-Saens performed by the leading soloists  
of the Mariinsky theatre, as well as dance performances by the best Rus-
sian breakdance group top 9.
this year, the gala dinner was served in “pergama”, the new area of the 
Small Hermitage which used to house the stables of Catherine the Great 
(the world-renowned architect Rem Koolhaas is the author of the restora-
tion project). 
the honoured guests of the Gala banquet featured the artists Zaha 
Hadid and Candida Höfer, prince dmitry Romanov and his wife, alexan-
der Sokurov, Lev dodin, the president of phillips auction House Edward  
dolman, the artistic director of the Foundation Louis vuitton Suzanne 
pagé, Jim broadbent, heads of the companies that supported the Gala 
banquet organization: Gazprombank, LSR, Montblanc, Hennessy, blavatnik  
Family Foundation, Smolensk diamonds and others.

Grand Prix 
of the “imperial Gardens of russia” festival
the Grand prix of the 2015 “imperial Gardens of Russia” Festival was 
awarded to the State Hermitage and the bermyakovykh (tsubaki) Studio 
for the “tsar’s dreams” project.
authors of the project: the State Hermitage Chief architect v.p. Lukin;  
the 1987 uSSR floristry champion v.a. bermyakov and the multiple  
prize-winning florist a.v. bermyakov.

By the Presidential Decree № 369
on 16 July 2015 Sergey androsov, head of the western European Fine arts 
department, and Ludmila Ershova, head of the Scientific and Educational 
department, were awarded the second-class medal of the order of Merit 
for the Motherland for their many years of service to the development  
of Russian culture, arts and media.
anna ierusalimskaya, the leading research fellow at the oriental depart-
ment, was awarded the honorary title of Honoured Cultural worker of the 
Russian Federation.

hermitage at Vkontakte festival
on July 18–19, 2015 the State Hermitage participated in the First vkon-
takte Festival, which was held in the tercentennial park of St. petersburg. 
the museum prepared a special program for the event. visitors were intro-
duced to the youth Center, various volunteer programs, listened to lectures 
about the museum and talked to the Hermitage staff.
Mikhail borisovich piotrovsky gave a lecture at the Lecture Hall of the 
Festival about the celebration of the Museum’s 250th anniversary.

another day with longer opening hours 
in the hermitage starting september 1
Starting from September 1, 2015 the State Hermitage Museum will intro-
duce day with longer opening hours. the main museum complex, the winter 
palace of peter i, the Main Headquarters building, the Menshikov palace 
and the Museum of the imperial porcelain works will be open to the general 
public from 6 to 9 p.m. not only on wednesdays but on Fridays as well.
the State Hermitage Museum is a socially responsible institution, and our 
goal is to make the museum more open and accessible.

Mikhail borisovich piotrovsky, the General director of the State Hermitage 
and a member of the board of trustees of the National Museum of oman, 
and Jamal al-Musawi, the director of the National Museum of oman.
this is the first agreement to be signed between an omani museum  
and a museum in Russia.
the forms of collaboration will be: providing technical assistance to  
the National Museum in the development of museum work, consultations 
on the creation of educational programmes and also visitor-service pro-
grammes; providing work experience for staff. 

The state hermitage co-organized 
the 5th st. Petersburg international Legal forum
on 27–30 May 2015 in the East wing of the General Staff building 
 the 5th St. petersburg international Legal Forum was held. For the fourth 
time the State Hermitage co-organized one of the most representative and 
prestigious events of the legal professional community. the Legal Forum 
is a place of meeting for eminent lawyers, researchers, judges, attorneys, 
legislation representatives and other specialists for whom law and legisla-
tion are the main interest and the main focus of activity. 
on 28 May the Forum hosted a traditional round table on the urgent issues 
on the agenda which are important for the museum community. 
this year the round table focused on the topic “Legal barriers to accessing-
world cultural heritage. is there a solution?” the round table was moder-
ated by the Russian president’s Special Representative for international 
Culture Cooperation Mikhail Shvydkoy. 
a special emphasis was made on the problems of cultural objects protection 
in conflicts and disagreements between states and especially on the legal 
instruments for easing tension in the international cultural cooperation 
and immunity of cultural heritage objects in their transfer and crossing  
of state borders. Leading international and Russian specialists took part 
in the discussion, including Steven Josh Knerly, special law councilor  
of the uSa association of art Museum directors, partner of the Hahn  
Loeser & parks LLp law firm, and anna o’Connell, lecturer at the London 
School of Economics and political Science. 
on 29 May, the last day of the Forum, the Russian Minister of Culture 
vladimir Medinsky and the Governor of Saint petersburg Georgy pol-
tavchenko presented the 4th Saint petersburg international Cultural Forum. 

signing of the agreement on establishment 
of the hermitage–Vladivostok Centre 
on 19 June 2015, Mikhail piotrovsky, director of the State Hermitage 
Museum, and vladimir Miklushevsky, Governor of the primorye territory, 
signed in the Council Chamber of the State Hermitage Museum an agree-
ment of intent to establish a Hermitage–vladivostok Centre.
the Centre will be located in the historic building of the trading House 
“Kunst and albers” designed by the architect v.a. planson in 1903.

signing of the Memorandum on informational 
Cooperation between the state hermitage 
and “rossiyskaya Gazeta”
on 25 June 2015, Mikhail piotrovsky, the State Hermitage director general, 
and pavel Negoits, the general director of “FGbu ‘Rossiyskaya Gazeta’” 
signed a memorandum on informational cooperation. 

the Hermitage Staraya derevnya Centre prepared a special programme 
“70 excursions for Great patriotic war veterans”. 
the cultural and educational event “the black Square of the war” hosted 
during the “Museum Night” on May 16 was also dedicated to the memory 
of the years of the war. during the war time after the evacuation of the 
museum the frames were kept in their places in the hope to be able  
to resume the museum activity as quickly as possible after the return.  
as a reference to that, on the black walls of a hall at the Restoration 
and Storage Centre authentic frames from the Hermitage reserves were 
hanged, and between them — quotes from the Hermitage employees” 
memoires. a special highlight was the participation of the Russian  
film director a.N. Sokurov who demonstrated working materials for his 
new film “La Francophonie” dedicated to the Hermitage during the siege. 

The Night of Museums in the staraya Derevnya 
restoration and storage Centre
on 16 May the State Hermitage held two cultural and educational events 
during the Night of Museums: “the black Square of the war” exhibition 
dedicated to the memory of the Great patriotic war; and the musical pro-
gramme “tango is the Soul of argentina” commemorating Russia-argentina 
bilateral Culture year. 

international Museum Day 
at the hermitage. Celebrating the Veterans
on 18 May 2015 the Hermitage theatre hosted a Solemn meeting  
of the artistic union of museum workers of Saint petersburg and Leningrad 
region, dedicated to international Museum day. the main event of the day 
was the ceremony of awarding of 200 veteran museum workers — those 
who worked at the museum for thirty to sixty five years. all the veterans 
received thank you letters signed by the president of the artistic union 
of Museum workers of Saint petersburg and Leningrad Region, the State 
Hermitage general director M.b. piotrivsky, as well as booklets, souvenirs 
and flowers. 

The signing of a Memorandum of understanding 
between the National Museum of the sultanate 
of oman and the state hermitage in the sphere 
of Cultural Cooperation
on 28 May 2015, the official signing ceremony of the Memorandum of 

understanding between the State Hermitage and the National Museum of 
the Sultanate of oman in the Sphere of Cultural Cooperation was held.

in the presence of the Minister of Heritage and Culture of oman 
and Chairman of the board of trustees of the National Mu-

seum of oman, His Highness al-Sayyid Haitham bin tarik  
al-Said, the Memorandum was signed by professor 

Zaha Hadid during a charity reception 
at the State Hermitage Museum. 
June 26, 2015
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alexander received a good home educa-
tion and, having completed a grammar school in st. peters-
burg and passed his examinations with flying colours in 1811,  
entered the tsarskoe selo lyceum; among his classmates 
were А.s. pushkin, i.i. pushchin, p.M. yudin and s.g. lomo-
nosov.

He applied himself diligently to the study of foreign lan-
guages and mastered english and italian in addition to the 
compulsory french and german.

following graduation from the lyceum with a Minor gold 
Medal in June 1817, gorchakov was accepted as titular counsel-
lor to the College of foreign affairs (russia’s foreign office), 
where he quickly proved his worth.

The poet alexander pushkin joined the College of for-
eign affairs at the same time as gorchakov but was much less 
keen on a diplomatic career. in 1819 pushkin wrote his former 
schoolmate the following humorous message in verse:

A fosterling of the muses, friend of high society, 
A brilliant observer of customs, 
You insist that I should leave my peaceful circle,
Where, a carefree admirer of beauty,
Unknown, I spend my time of leisure.

You, too, leave your state dignitaries
And join the close circle of my friends, 
You, a willful lover of the Charites,
A pleasant flatterer, a caustic talker, 
The same un-pious wit as before, 
The same philosopher and mischief-maker.

“We Will be dining 
WitH aMbaSSadorS 
froM exotiC CountrieS…”
the State Hermitage Museum possesses a portrait of prince a.М. Gorchakov 
by E.i. botman (1874). Gorchakov is Represented in a 1856 dress-Coat of the State 
Chancellor and is wearing the order of St. andrew the First-Called with diamonds, 
the order of St. vladimir (First Class), the austrian order of the Golden Fleece 
and alexander ii’s portrait in a diamond Frame; His Right Hand is Resting on a table 
with a Map of the black Sea Region and the Crimean peninsula.

alexander mikhailovich Gorchakov was born 
on 4 June 1798 in haapsalu, now in north-West 
estonia, into the family of a senior army officer. 
his father was major-General prince 
mikhail Alekseevich Gorchakov (1768–1831); 
his mother, elena vasilyevna Ferzen (1766–1822), 
was daughter of Colonel baron Ferzen.

egor botman 
Portrait of Prince A.M. Gorchakov 
russia. 1874. Сanvas, oil. 141 x 104 cm 
The state Hermitage Museum. inv. № ЭРЖ-1518

aleXaNDer DyDyKiN
Meanwhile, gorchakov successfully advanced in the dip-

lomatic service and, in his capacity as an attaché, took part in 
the Holy alliance congresses in troppau (1820) and laibach 
(1821). in 1822 he was appointed first secretary of the russian 
embassy in london.

The young diplomat was not involved in the events  
of 14 december 1825 (the decembrists’ uprising), having ear-
lier refused to join the secret society planning to reorganize  
the russian political system; gorchakov was convinced that 
“noble aims cannot be achieved by nefarious schemes”.

after a brief assignment in rome (1827), gorchakov  
was made counsellor of the russian embassy in Berlin in 
april 1828; in december of the same year, he was promoted 
to chamberlain and appointed charge d’affaires in florence 
and lucca.

in 1833 gorchakov was sent on an important mission to 
vienna as a counsellor of the russian embassy. d.p. tatishchev, 
then the russian ambassador, resisted his niece M.a. Musina-
pushkina’s engagement to gorchakov because of the suitor’s 
lack of fortune. partly for this reason, in spring 1838 gorcha-
kov resigned from service, secretly hoping for his resignation  
to be declined. However, Count K.v. nesselrode, Head of the 
foreign office, accepted his request.

in June 1838, gorchakov, then forty, wedded the beauti-
ful high-society lady Maria Musina-pushkina (nee urusova),  
to whom he was happily married for the next fifteen years. 

in october 1839, partly owing to the influence of his  
father-in-law (senator А.М. urusov, president of the Moscow 
palace office), gorchakov returns to the foreign Ministry as  
the actual state counsellor and is appointed extraordinary  

ambassador and plenipotentiary minister in Wurttemberg  
in december 1841. The new ambassador invested much effort 
in arranging the marriage (concluded in 1844) between Karl 
frederick alexander, Crown prince of Wurttemberg, and the 
great duchess olga, daughter of nicholas i, which brought 
gorchakov closer to the russian royal family.

in January 1850, prince gorchakov was appointed  
extraordinary ambassador and plenipotentiary minister of the 
german Confederation in frankfurt-am-Main, where he first 
met otto von Bismarck (1815–1898), the prussian representa-
tive in the federal Convention and the future founder of the 
german empire. Then an aspiring politician, Bismarck would 
always listen to gorchakov’s advice.

in June 1854, at the height of the Crimean war, gorcha-
kov revisited vienna where he was appointed manager of 
the russian embassy. a year later, in 1855, he was promoted  
to ambassador extraordinary and plenipotentiary at the  
austrian court, which upheld a hostile neutrality towards  rus-
sia, forcing it to withdraw troops from the danubian princi-
palities.

vienna became the centre of diplomatic peace efforts; 
however, the tensions between the nations appeared unsur-
mountable and the negotiations yielded no results.

on 30 august 1855, the ruined sevastopol was aban-
doned by russians to the allied troops following a 349-day 
siege; the allies had lost about 70,000 in casualties, not in-
cluding deaths from diseases. The eleven months of the siege 
had cost the russian armed forces 83,500 lives. in february 
1856, peace talks started at the Congress of paris, resulting 
in the treaty of paris (signed on 18 March) which officially 
ended the Crimean war. european diplomatic circles claimed 
that russia had escaped lightly with only insignificant con-
cessions. The Baron de Bourqueney, the french ambassador  
in vienna, gave the following opinion of the treaty: “from 
reading this document, it is impossible to understand who 
won and who lost.”

in april 1856 prince gorchakov was made Minister  
of foreign affairs. in full awareness of the challenges fac-
ing russian diplomacy at that time, the emperor offered his 
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new minister an annual salary of 40,000 roubles in silver –  
an amount which far exceeded the earnings of any other  
governmental minister in russia.

The defeat in the Crimean war demonstrated the neces-
sity of urgent fundamental changes in russian foreign and 
home policy. The new minister’s political programme was 
summarized in the circular of 21 august 1856 disseminated 
among the russian ambassadors. The document declared 
the need to make the internal development of the country  
a top priority and subordinate the foreign policy to the good 
of the nation; any agreements interfering with russia’s na-
tional interests were to be revised. The primary goal of rus-
sian foreign policy was to abolish the restrictive provisions 
of the treaty of paris regarding the “neutral status” of the 
Black sea, which made it impossible for russia to maintain  
a navy in the region. in the 1856 report of the foreign Ministry,  
gorchakov referred to france as the most important europe-
an nation with which russia had no disagreements; he spent 
the next two years labouring assiduously to reconcile the po-
litical positions of the two countries. The work resulted in  
a secret russian-french treaty of neutrality and collaboration 
(signed in paris in february 1859) putting an end to russia’s 
international isolation.

The minister had characteristic views on the relative sig-
nificance of the international political players in 1859. in a letter 
of invitation to his friend fyodor tyutchev, then an official in 
the foreign Ministry, gorchakov wrote: “… we will be dining 
with ambassadors from exotic countries — Brazil, siam… and  
the north american states.”

in 1859–1862 Bismarck was made the prussian ambas-
sador in st. petersburg. He paid particular attention to his con-
tacts with gorchakov, praising gorchakov’s gift for diplomacy 
as well as his ability to see the situation from a broad perspec-
tive, taking due account of the interests of all great nations.  
The future iron Chancellor’s experiences in russia inspired 
him to make the following proverbial conclusion: “a war with 
russia is like committing suicide for fear of death.”

after returning to Berlin in 1862, Bismarck became the 
foreign Minister and Minister-president and embarked on his 
plan to consolidate german lands around prussia.

in 1864, 1866 and 1870 denmark, austria and france suf-
fered defeats in the lightning wars against prussia. The brilliant 

yet brutal campaigns were followed by the declaration of the 
german empire (with Wilhelm i as the emperor) on 18 January 
1871 in the Hall of Mirrors at versailles.

prussia had “swallowed” germany.
The time between the defeat of france and the high-rank 

meeting in versailles was effectively used by the russian for-
eign Ministry to mitigate the principal consequences of rus-
sia’s loss in the Crimean war. on 19 october 1870, prince 
gorchakov announced that, in view of the current situation 
in europe, russia would not abide by its commitments con-
cerning the demilitarization of the Black sea under the treaty  
of paris. The only serious objections came from london, 
which had no real impact on the situation. The protest of the 
french ambassador de gabriac, representing the defeated  
french government which had fled from paris to Bordeaux, 
looked ridiculous. The other nations had no say on the matter 
as they were not among the guarantors of the treaty that was 
so humiliating for russia.

The triumph of 19 october, which miraculously coincided 
with lyceum’s day, can be called the greatest moment in the 
history of russian diplomacy, at least in the nineteenth cen-
tury. in a surge of euphoria, st. petersburg high society even  
believed that Bismarck had been specially “nurtured” by gor-
chakov to avenge france for its trespasses against russia. 

on 1 March 1871 the london protocol acknowledged 
russia’s right to maintain the navy in the Black sea and 
build military fortifications along the coast. as Bismarck put 
it, “do not expect that once having taken advantage of rus-
sia’s weakness, you will receive dividends forever. russians 
always come for their money. and when they come, they will 
not rely on the Jesuit agreements you signed that supposedly 
justify your actions. They are not worth the paper they are writ-
ten on. Therefore, with the russians you should use fair play  
or no play.”

gorchakov’s diplomatic success was highly praised  
by the emperor, who added the prefix “radiant” to prince  
gorchakov’s title. four years before, in June 1867, in appre-
ciation of his 50-year-long service, alexander gorchakov had 
been elevated to state Chancellor, the highest civil rank in the 
russian empire awarded to just eleven state dignitaries since 
the time of peter the great. The radiant prince gorchakov 
became the last chancellor in russian history.

Prince! You have kept your word
Without using cannons or money, 
And the beloved Russia
Is reinstated in her rights.
And the sea, bequeathed to us by our ancestors,
Has forgotten the brief moments of shame 
And kisses its beloved shores 
With waves, now free.
    F.I. Tyutchev
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“Vessels of eternal Joy” 
Japanese miniature teapots 
for sencha tea in the state 
Hermitage collection 
This catalogue presents part of the 
collection of miniature Japanese 
teapots from the State Hermitage’s 
Oriental Department. The variety 
of forms and decorations of these 
items gives a representation of 
the broader context of Japanese 
national culture of the 17th – 19th 
centuries, from religious and secu-
lar tea ceremonies to everyday life. 

“MecHanical MarVels” 
Musical, timepiece, 
and animation mechanisms 
of the 17th – 19th centuries 
in the state Hermitage 
collection
This catalogue presents works of 
Western European and Russian 
applied art of the 17th–19th centu-
ries equipped with unique musical, 
timepiece and animation mecha-
nisms. These items vary in purpose, 
and include jewelry, table and man-
tel clocks, boxes with cleverly hidden 
surprises, and even a droshky with 
an odometer and mechanical organ.

“Paroles Peintes” 
Books from the 
Mark Bashmakov collection
This catalogue narrates the history 
of a particular artistic phenomenon 
called livre d’artiste. The majority  
of the exhibited items come from 
the 1940s – 1970s, during which 
period a new developmental stage 
of the livre d’artiste took place. 

“tHe Place of 
Mercifulness” 
the art of tibetan Buddhism
This catalogue introduces art lov-
ers to works of Buddhist art, includ-
ing sculpture, paintings, and ritual 
items. The book presents artifacts 
of the 18th – early 20th centuries 
from the State Hermitage collection. 
These collections were compiled at 
the beginning of the 20th century 
by outstanding researchers on Cen-
tral Asia such as E.E. Ukhtomsky, 
P.K. Kozlov, N. Roerich, and others. 

 “once in 
a faraway KingdoM…” 
from the cycle 
“offerings for christmas”
This publication introduces readers 
to porcelain works made at Rus-
sia’s oldest porcelain factory dur-
ing the Soviet and modern times. 
These pieces depict folklore and 
fairy tale subjects, which became 
a very popular trend starting from 
the 1920s, and which occupied  
a significant place in the production 
of artistic porcelain. 

oriental weaPonry 
in tHe state HerMitage 
collection
This publication is dedicated to the 
State Hermitage weapons collec-
tion, which reflects the centuries-
old art of making weaponry in 
various regions of the East, such as 
in Turkey, Iran, India, Central and 
South-East Asia, the Caucasus and 
the Far East. Particular attention is 
paid to decorative items. The cata-
logue contains unique examples  
of form and decoration.

“a gift for tHe 
conteMPlators” 
the wanderings  
of ibn Battuta 6  
This publication is devoted to the 
journeys of the great Moroccan 
pilgrim Ibn Battuta. The catalog 
presents about 300 art objects, 
the pictures of most of which are 
being published for the first time. 
Artifacts owned by the State Her-
mitage include ceramics, textiles, 
metal products, glass, architectural 
details, and numismatics. 

russian furniture art 
of tHe 18th century in tHe 
HerMitage collection
The Hermitage collection of Russian 
furniture of the 18th century is the 
largest in Russia. The earliest items 
come from the reign of Peter the 
Great, when Russian furniture art 
was just beginning to develop in line 
with fashionable European trends. 
The Hermitage collection also con-
tains furniture from the era of Cath-
erine the Great, when the Russian 
furniture business truly blossomed.
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