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B coBpemennom Mupe ¢ororpadusa craga HEOTHEMIEMOM TaCTHIO
IIOBCEIHEBHOM KI3HU, CAMOCTOATEIBHOM 00JIACTHIO KCKYCCTBA, B -
HBIM apceHaoM Hayku i TexHuku. OpHaro Tak G5UIO He Beerma — eé
6e3yCIIOBHOMY IIPHHATHIO IIPEUIECTBOBAILI HOJITHE CIIOPHL. B cosHanmu
HECKOJIBKYX IIOKOJIEHUH TOCIIOICTBOBATIO MHEHHUE, YTO MCKYCCTBOM
MOKET OBITH JIMIIb PYKOTBOPHOE IIpousseneHue. sobpaxerue neii-
CTBUTEJIBHOCTH, IIOIyYEHHOE C IIOMOIIBI0 TEXHIIECKUX 1 (DUBHKO~
XUMWYECKHX CII0CO00B, He MOTJIO JaKe IIPETEeHI0BATh Ha XyLOMKe-
CTBEHHBIH cTaTyC.

Otxprrrue dororpaduu CpaBHEMO B MEPOBOIL KYJIBTYPE C 30~
OpeTeHneM KHUTOIEYaTaHyA, ¥ CETONHA YEI0BEIECTBO MCIIBITEHBACT
riIyGoKOe yBarKeHUe K M300peTaTesaM, UX MOCIeN0BATENAM U Gora-
TeiimeMy Hacienuio hororpaduu, KOTOpoe 04eHb pasHoobpasHo. OHo
COIEPHUT IIOIMHHbIE JOKYMEHTEL, HayTHBIE NCCIEI0BAHILA, 00PasIEL
TEXHUKHU, paBHH‘IHBIe, HOpOﬁ IIo4YTHn 33.6])ITI)IC TEXHOJIOTHUN HOJTY‘IGHI/IH
nso0paeHuil Ha MeTae, GyMare ¥ CTEKIIe, KOJUIEKIIUY LIIEIE€BPOB BEL-
IAOIIIXCA MAaCTEPOB CBeTOIICH. D10 Hacienue B Poccnn, B cpasrennn
C TPaIMUMOHHBIMU «3HATHEHIINMI XyIOMKeCTBAMIT>, eIl HeT0CTa-
To4HO u3y4eHo. Ho Bcé Gomblee wmeio crenuanucros o6pamarTesa K
panHrM 06beKTaM HOTOrpaduu B KOHTEKCTE HE TONBKO HCTOPUIECKOH,
HO ¥ COIIMOKYJIBTYPHOM, & HOTTA TAXkKe XyLOMKECTBEHHOI mpobirema-
k. B mocientee sBpema copmupoBaiicsa 0co6bIiL «061IIECTBEHHELI
BKYC» K BRICTABKAM ¥ ITyOIIMKAIIAM II0 HCTOPUH (hOTOrpad U, CTAIK
IPEIMETOM M3YIeHNUA CTAPUHHBIE (POTOTEXHONOT MU, 06pasIs hoTo-
TEXHMKHU ¥ MaTepHAIIbl ICTOPUYECKUX PasiesoB GhoTorpapudecKon
sureparypst. GIIomUIOCs HOBOE OTHOIIEHNE K IEHHOCTH (DOTOOTIIE-
JaTKOB, XX COXPAHHOCTH U CII0COHaM perpe3eHTaIH.

Ocoboro BHUMaHUA 3aCIIyKUBAIOT M300PAKEHNUA, BHIIIOIHEHHBIE
C TIOMOLIBIO IIEPBOT0 (PoTOrpaduIecKoro mpoecca, n300peTEHHO -
ro B cepenune 1830-x rr. o ®panmum JI. 3. M. Jlarepom Ha ocHoBe
MHOTOJIETHUX HCCIETOBAHI COTPYTHIIABIIETO C HUM BOEHHOTO
MHKEHEPA, YIEHOTO0-CAMOYIKI K. H. Hrenca.

IIporece H30r0TOBIEHNA TAT€POTHIIA, 3AIATEHTOBAHHBIN B1839T.,
a3aTeM, Ha POTKeHNH 184,0—1860-X I'T., COBEPIICHCTBOBABIINIICA 1
paSBI/IBaBIHI/II;‘IC}I E)HTyBI/IaCTaMI/I «CBETOIIMCH» BO MHOT'HX CTpElHB.X7 HpO‘
CyILIECTBOBA IyTh GOJIee IBYX NECATHIETII U TOHEC 0 HAc OeCLieHHELe
06pass IponIoro. TexHomor A nsroTOBIEHNA JarePOTHIIA He TI03BO0-
JIATA TUPAKUPOBAHIA, KOTOPOE CTATI0 BOSMOMKHEIM BIIarofiaps Jpyromy
1300pETEHNIO, OABUBIIEMYCA B 9TO XKe BPeMs, HO IOy duBILeMy Gomee
03[ HEE PACIIPOCTPAHEHNUE, CBA3AHHOMY C IIPMMEHEHNEM HETaTHB-
HO-II03UTHBHOTO Iporiecca. Rammbril SK3eMILIAp farepoTuia — JaKe
B CJIy4ae M3TOTOBIIEHU A HECKOJIBKIX IUIACTIH BO BPEMSA OJTHOTO CEaHca
CHEMKY — YHUKaJIEH.

JBoiicrBenHas npupona usobperenus JJarepa— npenMeTHOCTH
¢usmeckux 065eKT0B 1 06pasHOCTH POTOrpadUIECKUX CHIMKOB,
BO3MOMKHO, ¥ 00BACHAET HELIPEXOAlee 00agHIe CHUMKOB Ha Ce-
PeOpAHBIX ITACTUHAX, MX IIEHHOCTH IJIA MCKyCCTBA M KyIBTYPHL.

Brirouenuto maMaTHUKOB (pororpaduu, 0COGEHHO paHHE
B KATETOPHIO «IIPOU3BEAEHUA UCKYCCTBA», IPEIATCTBYET CIICI]~
nduka (a HepeIKo TPYLHOCTH) MX BUBYAIBHOTO BOCIIpuATHA. TaK,
HaIpUMeEp, JaT€POTHIIHL B OCHOBHOM OTOOPaKAIOT PEAIbHOCTD
B 04eHb HebouburoM opMare u TPeGYIOT CIEUATBHBIX YCIOBHH
mae LA IPOCTOTO PACIIO3HABAHMA 3E€PKANBHO IMEPEeBEPHYTOTO
n300paKeHNA Ha IUIACTHHE. DCTETUIECKOE YILOBOIBCTBIE OT Pas-
DJIANBIBAHUA «IATr€POBBIX 3€PKAI» IOy YAI0T CKOPEE CILELMATCTHL,
HMeEI0IINe «TPEHUPOBAHHBII Ia3» 1 MH(POPMALMOHHBIN (pyHIa-
MEHT IJI KOHTEKCTHOTO BOCIPUATHA. DT IPEIMETHL HYKIAIOTCA
B ocobom monxome. O6paboTaHHbIe, H3YIEHHbIE U OIyOIMKOBAH -
HBIE, OHU HOHy‘{aIOT HOBOE HpO‘{TeHI/Ie n CI/IJ'[y SBy‘{aHI/IH. I/IMeHHO
HayIHHIE MyOINKAIIH, IOTBEPKIAI0MNe UX 6e3yCIIOBHEII CTaTyC
U HETPEXOAALIYIO IIEHHOCTD, CTAHOBATCA KIIIOYOM JJIA YCIIeI -
HOTO 3HAKOMCTBA IINPOKON ayTUTOPHUY C PESKUMY 00pasmaMu
panueit pororpaduu.

Wspanue VI roma «[lareporun 8 Poccun», mocsaménuoro xoi-
nexunu [ocymapersennoro dpMmuraka, 3aBepuraeT myOIMKaIIIo
Hauboslee KPYIIHHX IOCYLAPCTBEHHHX COOpPAHUI JarepoTUIIOB
B cTpaHe, XxpaHAmuxcs B ['ocymapcTBeHHOM HCTOPHYECKOM My3ee,
Poccuiickoit rocymapcrsernoit 6ubanorexre, l'ocymapcrseHHOM
naureparypHoM Mysee u JIureparyprom mysee HcTuTyTa pycckoit
JTUTEPATYPHL (Hy].LIKI/IHCKOM Home).

B 2019 r. mianupyercs usganme c60PHOro 3aKII0YATETHHOTO
TOMAa, paboTa Hajl KOTOPHIM TaKIKe IIOAXOLHT K KOHILY, Ky/a BOMLYT
IPEeIMETH He TONBKO U3 TOCYJAPCTBEHHEIX, HO U M3 HECKOIBKIX
KPYIHBIX YaCTHHIX KOJUIEKIIUHA. 3aBePIIUT IPOEKT MybInKaIyA
CBOIHOTO KaTaIora BCEX MPEIMETOB, BOIIEAIINX B MHOTOTOMHUK
«[lareporum B Poccuu», 1 co3manue Ha ero 0CHOBE POCCHIICKOTO
HHTEPHET-KaTalora, KOTOPHL, BEPOATHO, OyLeT MOMOIHATHCA HO -
BBIMHY 1 HOBBIMU OTKpI)ITI/I}IMI/I.

[Tpusnanume, IOIyIEHHOE STUM IIEPBBIM, MaCIITAGHBIM
U3aHMeM-UCCIEeN0BAHNEM, TOCBAIIEHHBM YHUKATBHEM (POTO-
rpa)MIecKUM IIpeaMeTaM B COCTABE FOCYAAPCTBEHHBIX (MyseiHOrO,
OuOIMOTEYHOTO ¥ APXUBHOTO) (POHIOB, TOBOPHUT O HECOMHEHHOH
BOCTPeOOBAHHOCTH IIPOLETAHHOM pabOTHL.

A. B. MakcuMoBa, pyKOBOJHITEb PEIAKIIMOHHOTO COBETA
¥ TUPEKTOP BHICTABOYHBIX 1 nszarenbckux mporpamm POCPOTO

Inthe modernworld, photography has become an integral part of people’s
life, a separate branch of art, science and technology. Its present universal
acceptance as such, however, had been preceded by lengthy historical
discussions. From the very beginning, photography’s integration
into the system of socio-cultural values had been slow and somewhat
awkward. Especially, it did not fit in well with the definition of art per
se, since the prevailing opinion identified art as the work of man’s
hands. Representation of reality obtained by means of technological and
physicochemical processes, inthe minds of the generations, witnessing
the development of photography, could not even pretend to claim the
status of art.

In the world’s cultural history, the discovery of photography is
comparable to the invention of printing, and contemporary humankind
is very grateful and full of respect for the inventors, their disciples
and followers, and their photographic legacy, which is immense and
diverse. It comprises original documents, scientific studies, equipment
collections, various, sometimes completely forgotten, techniques of
image production, and, of course, collections of works by outstanding
masters of the trade. The legacy of photography in Russia has been studied
inadequately and lopsidedly, as compared to “the most prominentworks
of art.” However, more and more specialists turn their attention to the
earliest photographic works, treating them as not only historical but also
associo-cultural, orevenartistic, phenomena. Inthe recentyears, asort of
“publictaste” has been nurtured forvarious exhibitions and publications
on the history of photography, old photographic technologies, vintage
specimens of photographic equipment, and analytical discussions on
history sections in the literature on photography. A new attitude has
been formed to photographic prints themselves, and to daguerreotypes.

Thelatter —pictures recorded by means of the earliest photographic
process, invented in the late 1830s in France by L. ]. M. Daguerre on the
research of his collaborator, military engineer and autodidact scientist
J.N. Niepce, — deserve our special attention.

The daguerreotype process, patented in 1839, had been in constant
development throughout its entire existence as a major photographic
medium, from the 1840s through the early 1860s. Professional
daguerreotypists and enthusiasts all over the world spared no effort to
improve it, to make it better, faster, safer, easier, etc. Unfortunately,
the technology did not allow for production of multiple copies of the
same picture (which inconvenience was successfully overcome with
the invention, approximately at the same time, of the negative-positive
process). This shortcoming, however, made each and every daguerreotype
unique, even if several shots were taken in a single session.

Maybe Daguerre’s invention’s appeal to basic human senses, the dual
nature of his daguerreotypes as physical objects and, at the same time,
photographicimages, is an explanation behind theiruncanny attraction,
their uniqueness and value to the history of art and culture.

It is noteworthy that some photographic monuments of the past,
especially earliest ones, are denied inclusion in the category of objets
dlart strictly on the peculiarity (or even difficulty) of their perception
by the viewer. Daguerreotypes, for one, give a representation of reality
in a very small format and call for special viewing conditions just for
the mere purpose of making out a mirrored positive image on a plate.
As for esthetic pleasure, it is quite often restricted to a small group of
experts who look at “Daguerrean mirrors” with a “trained eye” and have
enough informational background to conjure a “contextual perception.”
These objects need aspecial approach. Their systematization, annotation
and publication give them a new context, new powers to impress. This
circumstance makes academic publications, confirmingtheir everlasting
value and indisputable status, key to the daguerreotypes’ successful
presentation to the general public.

The publication of Volume VI of the consolidated catalog The
Daguerreotype in Russia, featuring the daguerreotype holdings of the
State Hermitage Museum, continues the introduction of the museum
collections of these earliest pictures in the history of photography to
the reader. This volume finalizes a series that presents the major
daguerreotype collections held at state institutions of the Russian
Federation, including the collections of the State Historical Museum,
Russian State Library, State Literary Museum, and Pushkin House.

Publication of the next volume of the catalog, which is now at the last
stages of preparation, is planned for 2019. It will include specimens not
only from state-owned but also from several major private daguerreotype
collections. The project will be concluded with the publication of an
index of all exhibits in the catalog The Daguerreotype in Russia, which will
eventually be published on the Internet and will undoubtedly be added
with more and more new discoveries in the future.

The acknowledgement received by this first grandiose publication,
which introduces unique photographs on silver-clad plates, held in the
state (museum, library, and archival) collections, to both the public and
the academic community, testifies to the necessity and timeliness of the
work done and the overall success of the entire project.

A.V. Maximova, Chair of the Editorial Board, Director of
Exhibition and Publication Programs, ROSPHOTO



I'pa¢ 1 permapu

Oco6eHHOCTH SPMUTAKHOM KOJIEKI MY TAT€POTUIIOB OIIPELeIa -
10TCA IBYyMA (pakTaMu, HO IIyOMHHO 1A He€ BaHbMu. UMie-
parop Huxouait I 651t omauM 13 mepssix mpasureneit Espomst,
YBAEKIIMMCA HOBBIMY T€XHOJIOTHAMY cBeTonucu. menHo emy
Jlarep HampaBuiI B MOZAapoK mepBHe 06pasisl cBoero n3obpe-
TEHHA. ITOT KOMILIEKT YHUKAJIPHHX CHUMKOB, HEe IIEPELaH -
HEIX, BOIIPEKY IPHUKa3y 1mapd, B IPMUTAK, CETOTHA XPAHUTCA
B Akamemuu xymoxecrs. Mmneparop Hukomnait IT ouens mio-
6w porTorpaduio, MOCTOAHHO CHUMAJ, ¥ B PE3YIbTATE STOTO
pyccKas mMIlepaTopcKad ceMbA OblIa camoit oTorpadupye-
MOii cpenu Koponesckux nBopos Espomner. Ham Henssa 6510
6e3 marepoTUIOB.

Konmexmusa caoxmiacs n3 MHOTUX HCTOYHUKOB, IyTELIE -
cTBoBasa U3 Mysed B Myseit. Hemasno Hame cobpanue craio
OCHOBOM /I 0OCBOEHHUA JpMuTaxeM remsl pororpaduu. Cepun
BBICTABOK U IyOIMKAIUI TOIOTHIUIMCH CIIEIMATBHEIM IIPOEKTOM
II0 COBIAHHIO BEICOKOTEXHUYHOI0 XpaHUIKIa 1a poTorpaduit
u cmenuanbHOi naboparopuu aa e€ pecraspanuu. Cerogua
BHYTPH SPMUTaKHOTO0 KoMILTekca B GCTapoil JepeBHe XPaHILIN -

ura, ﬂa60paTop1/H/1 ¥ 3aTEeMHEHHBI M BRICTABOYHBIN 3aJT CO3manT
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OCHOBY HE IIPOCTO IJIA HOBBIX XyH0ECTBEHHBIX COOBITU, HO U
HayYHBIX KOH(QEPEHI NN U MacTep-KIacCoB.

Komnexuus, Hamo ckasaTs, IIpeKpacHaA U COLEPHUT HEMAIIO
memuyxus. Cpequ HUX yIUBUTEIbHBIE TOCTAHOBOUHBIE <PH-
CyHKM» PHIIIAPCKUX JOCIEX0B, TAK CO3BYYHEIE MHCTALTALUAM
apckocensckoro Apcenana. OnHuM u3 repoes cobpanus cran
rpad A. A. BoGpuHCKUIL, yCIIELIHO OCBOUBIIMIT HOBOE N306pe-
TeHWE IeJ0BEIeCTBa, TI00uBmIui ororpaduposars u ¢pororpa-
¢duposarsca. [[Ba ero apromoprpera APKO BHIEAAIOTCE HA (HOHE
MHOJKECTBA IIPEKPACHEIX 00pa30B s110xXu pokgeHnd Gpororpaduu,
cobpasuruxca B dpmuraxke. MHTEpecHO U IOYIUTETBHO CMO-
TPETH Ha TO, KaK JIIOLU C MACIAHBIX KAPTUH U aKBapesell Kax 05l
nepexonar B pororpadudeckue 06passl, YTO-TO TEPAL U UTO-TO
mpuobperas. B rareporumax emé BunHa sTa MECTHIECKAA U 3bI0KadA
FpaHB pa.BHI)IX MI/IPOB.

Omu cranu emé oxHO IIIABKOM B 9PMUTAKHON SHIUKIOIEIHH.

W «mamevaranma» oHa 0O9€HD U3AITHBIM CIIOCOOOM.

M. B. IInorposcknit,

nupexrop l'ocymapcrseHHoOro dpMuTaxa

The Count and the Knights

The peculiarities of the Hermitage’s daguerreotype collection are
determined by two well-known historical facts, but those two are
of utmost importance for it. Emperor Nicholas I was one of the
first European rulers who fell line hook and sinker for the new
technologies of svetopis. He was among the first royal recipients
to whom Daguerre mailed the earliest samples of his invention as
a gift. This set of unique pictures is now held at the Academy of
Arts, against the czar’s direct orders to pass it on to the Hermitage
Museum. Emperor Nicholas II liked photography very much and
operated his camera on quite a regular basis, which made the
Russian Imperial family the most photographed House among
all the Royal Houses of Europe. We just could not do without the
daguerreotypes.

The collection has been formed from many sources and moved
a lot from one museum to another. Recently, our collection has
become a foundation for the Hermitage Museum’s endeavor to delve
into the realm of photography. A series of exhibitions and print
publications was supplemented by a special project aimed at the
creation of a state-of-the-art storage facility for photographs and
a specialized restoration laboratory. Today, inside the Hermitage
complex in the Old Village, there are storage rooms, laboratories,

and a dimmed exhibition hall, which provide the high-tech platform
for not only art-oriented events but also for holding scientific
conferences and teaching special courses in the field.

Needless to say, the collection is plain beautiful by and in itself
and features plenty of real gems. Among those are staged “drawings”
of medieval knights in armor, which ring harmonious with the
installations at the Tsarkoe Selo Arsenal. A major figure of the
collection is Count Alexei Bobrinsky, a pioneer-adept of the new
mankind’sinvention, wholoved to photograph and be photographed.
Two of his self-portraits are pure diamonds in the set of jewels that
comprise the Hermitage Museum’s daguerreotype collection. Itisa
very interesting and educating experience to follow, to perceive, the
transition of subjects from oil paintings to photographic images as
they are losing something while, definitely, gaining something else
en route. This mysterious and vague borderline between different
worlds is yet discernible in the daguerreotypes. They make up a
whole chapter in the Hermitage’s encyclopedia. And it has been
“printed” by a very delicate and subtle method.

M. B. Piotrovsky,
Director, the State Hermitage Museum
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N. Y. AVETYAN. HISTORY OF THE FORMATION OF THE COLLECTION

H. FO. ABeTan

Ucropusa ¢popmupoBanus coopanus

Cpenu o6GIIMPHOrO KyIBTYPHOTO HACTENMA, XPAHAMErOCA
B HacroAmee BpeMs B l'ocymapcrsensom dpmurane, pororpadu-
JeCKafd KOJIEKI[UA ABIAETCA OFHOM M3 CAMBIX MHOTOUUCIEHHBIX I
PasHOO0OPa3HBIX IT0 CBOEMY COCTABY U 3HAUEHNUIO. Bynydu cobpanHoi
HECKOJIbKMMY IIOKOIEHUAMY CeMbY POMaHOBBIX, TaCTHBIMU TUI[AMHY
elé B JOPEBOIIOIMOHHbLH IEPHOJ, ¥ JOIOIHEHHAA B PE3YIbTaTe
IprOOPETEHNH Ha IPOTAKEHIY TOCIEIHUX NeCATUIETHH, ceii-
Jac OHa IIpefCTaBIAeT cO6O0M BHIAIOIIEECH IO Xy/LOKECTBEHHOMY
ypOBHIO cobpanue npoussenenuii caeromucu. Oc

eit mpumaior panHue GororpaduiecKue CHUMKA, CO3TAHHbIE PyC-
CKMMHU ¥ 3apPyOeHEIME MAaCTEPAMU Ha 3ape CTAHOBIEHUA HOBOTO
ncKyccrsa. JlarepoTHITEL OTHOCATCA K UX IUCILY, ¥ XOTA Ha IIE€PBBLH
BBIJIAJ, UX KOJIMYECTBO MOMKET ITOKABATHCA HE3HAYUTEIBHEIM — QO
SKCIIOHATOB, MEH/IY T€M JOCTOMHCTBA JAT€POTUIIOB AJIL UCTOPUL
oreuecTBeHHOU (oTorpaduu HeocmopuMsl. lIpeskne Becero cpenu
HYX CJIE[lyeT OTMETHUTD yHIKAIBHbIE 00PasLibl TI0OUTENBCKON CHEM -
KU, MCIIOJTHEHHBIE IIePBHMY (OoTOrpadaMu-TI00UTENAMH, PABHO
KaK U PeIKIe B POCCHICKUX COOPAHUAX IPUMEPHL TBOPIECTBA HHO-
CTpaHHI)IX I[,aI‘epOTI/H'H/ICTOB. CpeHI/I HUX €ECTh pa6OT])I, BBITIOJTHEHHBIE
STHMU MACTE€PaMH B IIEPUOJ UX IPOPECCHOHANBHOM SeATETFHOCTI
B Poccuu, a Taxxe mmacTUHSL, IPUBE3EHHBIE BIANEIBIAMH U3 3a-
rpaHuYHIX myTemecrsuit. OrpoMHOe 3HaYeHME NyiA DPMUTANKA,
KaK JIJiA My3ed, KOTOPHII BCET/Ia YA MHOTO BHUMAHIA COXPaHe -
HUIO, N3YYEHNUIO U IPEICTABICHIIO IyOIUKe CBOMX UCTOPUIECKUX
KOJUIEKIWI, NMEIOT JAT€POTHIIEL U3 COOPAHUA [APCKOM CEMBH U
Nmmneparopckoro dpmurama. OHA Ja0T BOSMOKHOCTS IIPOCIETITD
IepBBIe MIATH Ha ImyTy popMuposanus Gororpaduieckux GOHIOB 1
BMECTE C T€M BOCIIOTTHUTD UMEIOLIMECS JIAKYHEL B UICTOPUH PYCCKOTO
torouckyccrsa XIX B.

JlarepoTuIsl MOABUIKCE B3 UMHEM IBOPILE JOCTATOYHO PAHO, BO
MHOTOM Os1aromapsa BosHuKIeMy co cropoust Hukomas I marepecy
K HeOoOBYHOMY u306perennio. Kak BOeHHBIH HHKEHED, OH IIUTAI
CKIIOHHOCTB K Pa3HOT'0 POJIA TEXHIYECKIM HOBIHKAM — 4 C MOMEHTA
CBOETO IOABIEHNA K HUM OBLIa OTHECeHa ¥ mareporunud. B mone
1839 r. unen-koppecnonnent Akanemuu Hayk M. X. l'amesns mocerun
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JI. 3. M. [larepa ¢ 1171510 03HAKOMUTECA CO BCEMHU ITOLPOOHOCTAMYU
€r0 CeHCAIMOHHOIT paspaGoTku. B saBepurennu Bcrpedn or UMeHI
POCCHIICKOT0 UMIIEPATOpPa YIEeHOMY ~JII0OUTENIO GBI TPEIIOSHECEH
POCKOIIHEI TOJAPOK ¥ CAEIAHO BECHMA INENPOE IPEIIOKEHIE O
npuobperennu nzobpererusd’. B ro e Bpema koucynom B [lapuixe
K. K. TaGenckum 6511a mprobpeTeHa «1arepoTuHas KaMepa co BCe-
MU IPHHAIERHOCTAMM» , MOPCKUM IIyTeM B Hadalle OCEHY OHa OblIa
mocrasiesa B Pocciro. CormacHo He3aMeIINTEIBHO IOCIEN0BABIINM
pacmopsaxenuaM, sasenyromuii CobcTBeHHNIMY GUOIIOTEKAMY U
Apcenanamu, a mo copmecruteascrsy u I ormenennem Ummeparop-
croro pmuraxa K. . Cemxep momuxeH 65U 10CTaBUTh MHCTPYMEHT
B ITapckoe Cemo u mpencrasuts ['ocynapro. Crycra HecKoIBKO THEIH,
COTJIACHO BEICOYANIIEH BOJIE, AIINK C yHUKAIBHBIM «CHAPALOM» OBLI
nepesaH B AKaTeMHIO Xy[OKECTB, C TeM «4TOOBI OIH U3 TOCIIOf
aKaIeMMKOB B3I Ha ce0A 06A3aHHOCT OTKPBITH ALINK, HATATUTH
MHCTPYMEHT U IIPOBECTH MCIBITAHNA, KOTOPBIE [OJIKHBIL OBITH IIPe-
crasienst Ero Benrnaecrsy»; mpoBecTy HCIIBITAHNA TOPYYHIIM IIPO-
(eccopy baransroi xuBonucu Aragemun xynoxects A. 1. 3ayep-
seiiny*. Ho mpexe B mmmepaTopcroM cOGpaHUI OKAa3a/IHCh IEPBHIE
[aTepOTHITHEIE IIACTHHEL, IIpIcIanHsie B nap Huromato I cammm
Jlarepom ¢ messio [o6UTECA 6IaTOCKIOHHOCTH MOTYIECTBEHHOTO
MOHAapXa IIPY IPOIBIIKEHIHU JaTePOTUIINY Ha OGIIMPHOM POCCHIA-
cKOM pHHKe. K coxanenuio, MHEHNE MMIIEPATOpa IO IIOBOLY Xy~
[OMECTBEHHBIX JOCTOMHCTB YHIKAIBHBIX IIPOU3BENEHII 0CTAIOCh
HEWM3BECTHHIM, HO B OKTADGPE TOTO e TO[a 110 €r0 IOBEIEHNIO OHK
OBLIN IpenCcTaBIeHH Ha akafeMudecKoii Beicraske B [lerepBypre.
[osBnenye 06pasoB HOBOTO MCKYCCTBA BEI3BAIIO HEOSHO3HATHYIO
peaxiuio mybmuky. OLUH 13 KPUTHKOB, BHUMATEIBHO M3YIMB UX,
mucai: «ToOYHOCTB M YMCTOTa PUCYHKA B CAMBIX MEJIBYARIIIX ITOAPOG-

HOCTAX IIOPaMaET BHUMATETPHOT'O 3PUTEJIA, HO 3TO HE JUBOIINUCH, 1

E. H. Borman (?). Iloprper ummeparopa Huxonan I. 1850-¢. I'D
Yegor Botman (?). Portrait of Emperor Nicholas I. 1850s. The State

Hermitage Museum
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HU B KOEM CIIydae ST METALINIECKUE FOIIEYKA HE MOTYT 3aMEHUTb
IIPOM3BELEHUI KUCTH, Jame mocpencTeeHHon»3. TeMm He MeHee
IIocie BHKPBITI/IH BBICTABKHN TpI/IHTI/IX, VCTIOTHEHHBI I ,[[arep0M, TakK
M OCTaJICA B 3aIaX AKa[eMU M, BOIPEKY BHICOUAIIIIEMY IIOBEIEHLIO
110 OKOHYAHW Y IIPEICTABIEHNA IepesaTs ero sasenytomemy 11 Or-
nenernem Mmmeparopekoro dpmurama ®. U. Jlabercromy?.
Hecmorpa Ha He cMInKOM yoadHbI 1€6I0T, HarepoTuusd o6-
pesia MHOMXECTBO IIOKJIOHHUKOB 1 JOCTATOYHO OBICTPO PACIpocTpa-
uunacs 8 Poccun. Ilo-Bunumomy, BriosHe 6aroCKIOHHO K HER
oruecca u Huromnaii I. Tak, HampuMep, cOXpaHUIIOCH CBUIETETBCTBO
oxHOTO M3 meTepbyprexux mareporumucros I1. Ans6epca, 81842 1.
sricrpousurero y Mcaakuesckoro mocra «Hamep-o6ekypy ¢ ormerne-
HIEM IJI CHUMAHUA Tareporuiios». OHa ¢ yCIIeXOM IIPOCYILeCTBO -
Basa 10 184,6 . 1 «6BLIa HEOTHOKPATHO yIocToeHa Brrcowaiinrmm
brarosonenuem u mocemenurem Umneparopekoit paMmummm»s.
Ouenus nocromucrsa uckyccrsa ceronucy, Hukomait 818421,
HAIIPaBIII KO ABOPY IIEPCUICKOro mpasurend Moxammer -maxa
cpenu OUILIOMATHYECKUX JapOB JarepoTUIHYyo mwiactuHy. [To-
cerusimnii [lepcuio B CKOPOM BpeMEHY IIOCIIE STUX COOBITHIT BOC-
toxoser U. H. Bepesaun scmomunan: «Hesamounro no mpuesma moero
B Terepan, 'ocymaps Ummeparop ussomrmn mpuciaars B zap Myxam-
men laxy nareppoTuir, KoTopsiit focTraBui B Terepa YMHOBHUK
Hamrero moconscrsa [lasmnos. [To mpencraBrenun marepporuma
Ero Bermuecrsy, [laBnos cmeman gBa CHUMEKA € IIAXCKOTO IBOPIIA,
4T0 BechMa uHTEepecosanro Myxammen [llaxa, cmoTpeBIero Ha sTI
OIIBITHI K3 JBOPILOBOTO OKHA, TAK YTO, HEMEIJICHHO I10 CHATIY BI -
108, Ero BermaecTBo n3BOIIII CORTH CaM BO [BOP U C OCOOCHHBIM
YEOBOJIBCTBIEM PACCMATPHUBAT yIaBLUINeCH pucyHKu. [IpunsopHsie
HeMaJI0 TUBUINCH TAT€PPOTUITHOMY Iyay, 3aTJIANBBANY OecIpe-
CTaHHO, BO BpeMA CHATUA BUJOB, B KaMepP-006CKypy, a HHEIE Jaxe
TOJIIIMIINCH IEPEL CTEKIIOM ¥ 3aTOPaKUBAIIA COTHETHELE JIyIr»°.
B rom xe romy mo pacmopaxenuio MuHIcTepeTBa HIMIIEPATOP -
CKOTO IBOpa B coOpaHue JpMuTama ObLIM IEpPENaHBl [Ba AIUKA C
YeTHPBMA JarepoTuIHsMu Bunsamu Amepuru’. K coxanenuio,
HCTOPUYECKUE CBUMETENBCTBA OKA3BIBAIOTCA LOCTATOYHO CKYIIBIME
U He COLLEPKAT CBELEHNI 0 TOM, K€M ¥ KOT/Id OHY OBIIIH HCIIOIHEHHI.
Cxopee Bcero, OHH IIOCTYIIIIIN B COOPaHIe POCCHIICKOTO MMIIEpa-
TOpa KaK TpaguiuonHoe nogHomenne. Hepenko momo6msre mapsr
uMeny He 0(DUIMATIBHELH, a YaCTHHII XapaKTep, B 9TOM CIydae
OHH OCTABAJIICH B MUITBIX IIOKOAX IAPCKON CEMBYU MUY XPAHMIILCH
B CoGcrBennbix Gubnuorekax. B BocmoMuHaHnAX pyccroro Gporo-
rpada C. JI. JleBuikoro, KacaromuxcsA IePBHIX IIATOB CBETOIUCH
B Poccuu, pacckassiBaercs 06 ycmexax rpada A. A. Bo6purckoro,
KOTOPBII «ycepaHee BCeX 3aHAiCA mareporunueii». OH «oueHp
YAAUHO CHAJ Ha LEIbHOM IIaCTHHKE CBOM 3uMHuii cax. GHUMOK
aTOT OBLI IpencTasine umMneparpuue Anercannpe Pénoposue»’.
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3HAaKOMCTBO YIEHOB IIAPCKOM CEMBH C JIy4LINMK 00pasmaMu
CBETOIIMCHOTO MCKYCCTBA IIPHBEIIO K TOMY, UTO IIOCTEIIEHHO Y HUX
pasBmica BKyC K (poTorpaduy, 1 OHU CTATH 3aKa3BIBATH Jare€po-
THIIHBIE TIOPTPETH JIy4IINM CTOTUIHHM MacTepaM. Mcronnennsie
B OJJHOM MY [IByX SK3EMILIAPAX, HCKIIOYUTENBHO IJIA e0A U CBOMX
OIMBKUX, TaT€POTUIIBL YACTO MCIIOIb30BAIKCH B KAUECTBE IOLAP-
KOB MY HEGOIBIINX 3HAKOB BHUMAHUA, KOTOPBIMU UX BIIAEIIbIIbI
HEePEnKo 00MEHUBAIICH IPYT C IPYTOM, & TAKIKE OTAPUBAIU CBOUX
mpubinmkErHx. Cpenu Tex, 4T0 COXPAHUIINCH B OTEIECTBEHHBIX CO -
6paHI/IHX J0 HallTX IHEH, — IBa IOPTPETa BETUKOM KHATMHHI Mapnn
Huxkonaesusr (I'9, TUM), rpynmosoii moprper BeIMKUX KHA3EH C
socrmrarexamu (TIM), noprper Benmkoro xuass Koncranruaa
Huxonaesnua (') mnoprper senurux kuaseit (D). dtu yHuxans-
HBIE IaTePOTUIIB IIPEACTABIAIOT JILIIb MAIYIO 9aCTh OT TOTO T CIIA
(hororpadmIeCKIX CHIMKOB, KOTOPEIE OBLIN MCIIOTHEHHI II0 3aKa3y
poccHiicKoro mpaBAmero foMa B 184,0—1850-e rr. @ortorpadst mpu-
IJTAIIATICE He TOIBKO ITIA CO3TAHNA OPUTMHAIBHAIX H300paKeHuit,
HO ¥ I «KOIIMPOBAHMUA TOCPENCTBOM JAT€POTHIIA» I BOIIACHBIX I
rpadUIeCKUX IPOM3BEAEHUIT. DTU IIACTUHEL IIEHHMIINCh He MEHBIIIE,
YeM CO3TAHHBIE C HATypHL. Tak, B OHOM M3 IIICEM, JATHPOBAHHOM
uioHeM 1851 T., Benukasa kHATHHA Mapua AnekcanmposHa, obpa-
Iafch K cBoei Bocnurarensuute ['parcu, mucana: «Bsi, BepodrHo,
suaere, ¥ro Mapusa Hukomaesra mpoesaer vepes lapMmmrrant i Bam
BepHo Oyzmer oTpagHo ¢ Heto moBuarkes. 1 xody mopyaurs eif mepe-
IaTh BAM HAIIM TUTOrPadHPOBAHHEIE IIOPTPETH, CBOYX A IOIOKUIA
HECKOJIBKO, KaK BHI JKeNIaIN, 3aTeM gareporut Llecapesuya u gereit
C mopTpera, KOTOphIi Mer mogapuiu [ocymapio»d.

PemponykunoHHbIE JAT€POTHIIHEIE CHUMKY, HECMOTPA Ha Ka-
JKYIIYIOCA BTOPHIHOCTD B CPABHEHNY C OPUTMHAIBHEIMU Pab0TaMu,
HMEIOT OTPOMHOE 3BHAYEHUE U IIPEJCTABIAIOT He TOIBKO OT/AETFHOE
HAIIPaBJIeHIE B Pa8BUTUH (DOTOMCKYCCTBA, HO U ABIAIOT COGOM yHI-
KaJIbHBII UKOHOTPaUIECKUI MaTepUall, HEPETKO eIIMHCTBEHHbIH
B CBOEM pozie. B HacToAIIee BpEMA OHHU TaK e PEIKY B POCCUMUCKUX
MYy3€iHbIX COOPAHIAX, KAK ¥ IIACTHHDI C 1300 PaKEHUAMY, CHATHIMY
c HarypsrL. Iloprpernas ranepes PoMaHoBEIX, CO3TaHHAA IOCPEN -
CTBOM IIE€PECHEMKY }KUBOMUCHBIX U IPaUIECKUX IPOU3BETEHUI,
KpaiiHe He3HaYUTeNbHA: moprpers nmueparopa Hukomas I (I'9, TM3
«Ilereprod») n mmueparpuus Anexcarnps Pénoposusr (I9), se-
nukoi kuaruau Anexcannps Mocudosus (I'9), a kpome Toro, k HuM
MOKHO OTHECTH LIeJIyI0 TPYILILy JAT€POTHUIIOB, 3AIEYATIEBITIX CEMBIO
mpusuaIl. . Onszenbyprcxoro ('3, TUM, TM3 <<HeTepr0(1)>>).

B 1846 r. mMieparopcroe cobpaHe MOIOIHUIOCH CEpHel Tare -
POTHIIOB U3 OOIINPHOM KOJIEKIWH U3BECTHOIO PYCCKOTO ITOCIAH -
muka JI. I1. Tarumesa (1767-1845) (Kar. 78-86). Ha nporamennn
HECKOJIPKUX TEeCATUIETUH, IPOBENEHHEIX MM 38 TPaHUIIEH, OH IIPH -
obperal IpoM3BeIeHNA 3aNaIHOEBPOIEHCKO KIBOILMCH, IPEL-
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Ilepeesx Ucropuro-obrrosoro orena l'ocymapersensoro Pycckoro myses u3 ocobusara Boopurckux Ha l'areproit ymune B riiasroe spanme Ha muiomsanu Hekycers. 1928. 19

The removal of the Historical Household Department of the State Russian Museum from the Bobrinskys’ mansion in Galernaya Street to the main building in

METHI JeKOPaTHBHO - IPUKIIATHOTO HCKyCCTBA, IPEBHOCTH 1 OPYIKHUE,
KOTOPBIE IIOCIIE CMEPTH KOJLUIEKIIMOHEPA COTJIACHO €TI0 3aBEIIAHUIO
6sutn yHaciemosansl Hukomaem 1. Cpeny 5THX XymomKeCTBEHHBIX
COKPOBUII, OKA3aJIHCh TBEHANIIAT JATEPOTUIIOB, 3aTI€YaTIEBIINX
KOHHBIE U IIEIINe IPYIIIB B PHIIIAPCKUX LOCIEXax. Bee mIacTuHs
OBLIH IIOMEIIEHHI B PAMBL ¥ CIIEI[MATBHO CKOHCTPYHPOBAHHBIN AIIUK,
B TakoM Buze oHu npubsiiu B Poccuio. K coxanenuto, mpocienurs
IasbHelIIee IepeMelleHIe 9KCIIOHATOB IIOCIIE ITOCTYIUIEHUA B M -
IepaTopcKoe cobpaHue KpaiHe 3aTpynHuTenpHo. «Prmapekad ce-
puA» B IHCIIE APYIHX IEHHBIX IPEAMETOB OBLIA TepeBeseHa B IPMIU -
TajK ¥ [IOMellleHa B (PaHIy3CKOM rajepee, OTKy/a, II0 - BUIMMOMY,

Arts Square. 1928. The State Hermitage Museum

mepenana Ha xpanerue B I Ornenenue myses. Ormerum, 910 910
eIMHCTBEHHbIE, COXPAHUBIINECH 10 HAIIWX JHEH, JarePOTUIIEL 13
OCHOBHOTO IJIH MCTOPHYECKOTO COOpaHMA Myses; 6eCCIIOPHO, OHU
ABIAITCA OHIMI U3 IeHHENIINX 9KCIIOHATOB.

Bnocnenyromue roger mocrynnenusa s Ummeparopekuit dpmuram
6bL1H, 110 BCel BUTMMOCTH, PELKY M OCYLIECTBILALICH ONHOBPEMEHHO
C IPYTUMU MaTePHAIAMHU: TPABIOPAMH, IUTOTPAGUAMY U KHUTAMH.
Jlerom 1848 1. B Ornemenne Myses OBLIH IIEpPETaHEL «TAT€POTIITHEIE
sunst Huarapckoro Bomomnazna, aMepuKkaHCKuX ypoxenes Muna u
IIpotepa, u fBa JarepOTHIIHBIX IIOPTPETA HA OTHOM mOocKe»'*. ATu
HEMHOTOYNCIECHHbIE YIOMUHAHNA B KHUTaX IOCTYIUICHHI Jai0T
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OCHOBAHWE IIPEAIOIOKNUTH, YTO B COOpAHUE My3es IepefaBalInuch
Te ororpaduieckue IPOU3BELEHNA, KOTOPBLE TOIKHBL OBLIN, IO
MHEHUIO TOCYLaps, JOLIOIHUTS OOUIMPHBIE XyLOKECTBEHHbIE KO-
JIEKIWH, 3 MEMOPHATBHBIE CHUMKH I10-IIPEKHEMY OCTaBaIICh ¥
HMIIEPATOPA U YIEHOB €r0 CEMBH.

B mambHelinieM passuTHe HETATUBHO - TO3UTHBHEIX IIPOLECCOB
IIPUBENIO K TOMY, 4TO B Hadasne 1860-X I'T. JarepOTUIINA KaK 0COOBIH
Buz pororpadMIeCcKOi TEXHIKY IEPECTalIa CyLIeCTBOBATh. Bmecre
C €€ MCYe3HOBEHNEM IIPEKPATHIIOCH M IOCTYIIEHUE CBETOIIMCHBIX
IIpOM3BELEHUN Ha MeTa/lIe B IIaBHOe My3eliHoe cobpanwue. [lpu
STOM [JarepOTHIIH, IPUHALJIEKABIINE LAPCKON ceMbe, OEpPERHO
COXPAHAINCH B 3UMHEM JBOPIIE U IPUTOPOTHBIX PESUIEHIUAX U
B KaY€CTBE MEMOPUY IIE€PENABAINCH U3 IIOKOJIEHNA B IIOKOJIIEHNE
BILIOTH 40 1917 T. HawaBmasca sckope mocie ORTAGPBCKOI peBo-
JIIOLUY HAIMOHATM3AIMA XyLOKECTBEHHBIX EHHOCTE! TMHACTAN
PomaHOBBIX B IEpBYI0 0Y€pendb 3aTPOHYyIIa OOUIMpPHEE cOOpaHusa
3umuero gsopua u Mmmeparopeckoro dpmuraxa. Bexencrsue sToro
IOCTPaATX MY OBLIH yTPadeHbl MHOT Ve YHIKAIBHEIE IAMATHIKH,
cpenu Hux GoTorpauIecKye ApXUBH, HACYUTHBAIOIINE TECATKY
THICAY CHMMKOB, B TOM YICJI€ ¥ JarepoTuis. B 1920-1930-e rr.
COTJIACHO TOCYZAPCTBEHHOI MOTUTUKE «0OMEHA UM BBLIEICHUA
HaXOIAIIUXCA B My3ee Bellell, UMEIONINX KPYIIHOe My3eiHOe WiTK
L[EHHOCTHOE 3HAYEHNe» CTOPOHHUM OPraHU3alUAM BELIABAIIKCD 1
(doromarepuaisr. sparua xacanucs 60raTeiuIux mo CBOeMy Xymo-
KECTBEHHOMY YPOBHIO M HCTOPMIECKON 3HAYMMOCTH JIMYHBIX CO-
Gpanuit umneparopos Anexcarnpa Il, Anexcamnpa IIl u Hukonas 11,
nmueparpur — Mapuu @énoposrst u Anexcannpsr PEnopoBHSL.

OnHOBpeMEHHO ¢ 3TUM ILI0 (POPMUPOBAHIE HOBOK KOJUIEKIIUH,
KOTOpAf CILyCTA IBa JeCATUIETHA BOMIET B cocras dhornos ['ocymap-
creernoro pmuraxka. OHa BOSHUKIIA GIIarogapsa HOIBIKHUIECKON
IeATebHOCTH COTPyRHIKOB MeTopuko-6arroBoro otaena locymap-
creernoro Pycckoro myses (MBO I'PM), cospanHuoro Bckope mocite
1917 T. [U1A OCBEIEHIA HCTOPHH SOPEBOIIONnoHHOro OsrTa Poccuu.
[Ipemmers: mocTymany 13 KOHQUCKOBAHHOTO YaCTHOTO UMYIIECTBa,
GraromapsA SKCIETUIUAM B IPOBUHIIMIO U B PE3y/IbTare Iprobpere-
Huit Yepes DKcmepTHyIo koMmuceuio mpu [lerporpamckom otneneHun
Hapoxuoro xomuccapuara BHeurseit Toprosnu. [lepponadansao
oTzmen pasMemanca B ocobHake rpados bobpuuckux na lanepuoit
ynuie, ataxxe B puauane MBO — [llepemeresckom nopiie-Mysee.
OpHuMY U3 IEPBBIX HKCIIOHATOB OT/EJIA CTATH ceMeiinble PoTo-
rpaduaecKue apxuBHL, IOCTYIIMBIINE B 1919—1920 IT. B KAYECTBE
[apOB ¥ 3aKYIIOK 1A (DOPMUPOBAHYA DKCIIOUIIUIL, B MIX TMCIIE OBLIN
U parepoTuirsl. IHTepec K HUM €O CTOPOHBI My3eHIIKoB GBI 06-
YCIIOBJIEH CKOPEe UX MKOHOTPahMIeCKOM IeHHOCTHIO, AIOIIeH BO3-
MOKHOCTS 3aIIOJHUTE MMeIoIecs TaKkyHsL. GO CTOPOHBI BIa/eTbIEeB
HEPENKO HTO OBII ETMHCTBEHHBLI IIAHC CIIACTY PEIKIE TaMATHUKY
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oT ucuesHOBeHUA. IMEHHO TaK, 110 - BULMOMY, II0JIATAT COTPYLHIK
Tos15K0 T0 cpopmuposarroro MBO C. H. Xpymos (1871-?). Bigigr.
OH IIepejal Ha XpaHeHHe B My3eil HeCKOIbKo (poTorpaduaeckux
anb00MOB ¥ IIATH JATE€POTHUIIOB, IPUHAJIEKABLUINX €0 CEMbe Ha
IPOTAKEHUY HECKOIbKUX fecATrIeTi. 13 Hux B HacTosmee Bpems
B CoOpaHuy JPMUTAKA XPAHUTCA YETHIPE IIOPTPETA, 0(POPMIIEHHEIE
B OIMHAKOBHIE, H3TOTOBICHHBIE 110 KEIAHIIO BIANEIIbLEB, IePEBAH -
usre pamkn (Kat. 28, 54—56).

B ckopom Bpemeru cobparue OTmesna MOMOIHIIOCH eIIé IByMs
JarepOTUIIAMU, npno6peTéHHmMn yA. M. Baymrapres-Mukemu-
Hoit (1866 — mocne 1926), novepu ckyabnropa M. O. Mukemnna,
xensl apxurexropa E. E. Baymraprena (1866—1919) (Kar. 45, 89).
OnHako 5TH MOCTYIIEHHA MOXKHO CIUTATS 1le CIIy I HBIMIL, eI1 -
HUYHEME. Bee mocnenyromue romsr GOpMUPOBAHIE KOIIEKIIMH
¢ororexu BO Hocuito B Gosrbleil CTeeHN CTUXUIHBLIL XapaKTEp
7 GBLIIO COIIPAKEHO C MOIUTUKOM FOCYAPCTBA [I0 HAlMOHAIU3AI MY
YACTHBIX KOJIJIEKITMHA.

Kuucny naunbonee nexnsix mpuobperenuit Ormena sToro Bpe-
MEHHU CIIeflyeT OTHECTH OOTaTeMIIyIo 10 Xy/[0KeCTBEHHOM 3HAYN -
MOCTH KOJLIEKIHIO rpadpos bobpuuckux, GeperrHo COXpaHABLIVIOCH
HECKOIBKIMU IIOKOJIEHUAMY CEMBU B 0cOOHAKe Ha ['amepHoit yiu -
me. C 1918 r. 3mecs pacmonaranca ['ocynapcrBeHHbIi My3eiHbIIH
($oHp, aB1920 I. 3TAHIE CO BCEM COLEPKUMBIM Iepesanu Pyccxo-
My My3elo IJIA CTPEMUTENbHO paspacrasmeiica komtexuuu UBO.
Taxum obpasom, mouTu Bce marepoTumsi bobpuuckux 10 1928 r.,
KOTZIa OHY GBLIN BIIMCAHEL B KHUTY mocTymneruii Meropuko-6sr-
tosoro oraena ['PM, ne moxkunmanu pomgusix cTeH. Bosamomxuo, 3T0
06CTOATEIBCTBO CIIOCOOCTBOBAIO TOMY, YTO KOJUIEKIIUAA JAT€PO-
THUIIOB [OIIJIA O HAC B OTHOCUTEIBHO XOPOLIeil COXPAHHOCTU U
IL[eJIOCTHOCTH, a Birarogaps crapaHuaM HaCIe[HIKA CEMEITHOTO0 ap-
XUBa ¥ IIOCIENHEr0 BIamenbiia ocobuaka rpagaA. A. Bobpurckoro
(1852—1927), TmarenbHO M3yYaBIIero GAMUIBHYIO KOJIEKIHIO,
oHa ObuTa cucreMarusuposata B Hadase XX 8. Kaxperit nareporun
OBLI OTMEYEH KPYIIIOi STUKETKOH ¢ HOMEPOM M LOIOIHEH IOAC-
HUTEIbHBIMU HAGIUCAME. I COMaIeHIIO, HEKOTOPHIE N3 HUX OKa -
3BIBAIOTCA HETOYHBIMU, HTO KACAETCA IIIABHBIM 06pa30M TaTHPOBOK,
4TO, OHAKO, HY B KOEH Mepe He MOKET YMaJTUTh 3HAUEHME IIPO-
nenaHHOM rpadom BobpuHCcKUM paGoTH IO COXPAHEHUIO OHOTO
u3 nepssix pororpaduueckux cobpanuii 8 Poccuu.

B1928r. komnexua MBO mepeexana B TONBKO YTO OTPEMOHTH -
posauusit Gpaurens Pycckoro myses, mocrpoennsiii JI. H. Benya,
MMEHHO B 5TO BPEM LA YCHIICHH A 9KCIIO3UIINHA B He€ 6BLI0 mepe-
IaHo, B OCHOBHOM u3 MyseiiHoro ¢hoHIa, 3BHAYUTETBHOE KOJIAYIE -
CTBO HKCIIOHATOB, B TOM Yucie U gareporunsl. Cpenu HUX Takue
HHTepPeCHHIE 10 HKOHOTPA(IH ¥ IIEHHIE B XYT0KECTBEHHOM 0T~
HouleHUY IpousseneHu, kak moprpers M. T. [lamkosoii (Kar. 24)
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@. Bunrepxanxsrep. [loprper rpaga A. A. BoGpunckoro. 184.4.. I'D

Franz Xaver Winterhalter. Portrait of Alexey Bobrinsky. 1844.. The State Hermitage Museum
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u e€ mouepeii paborer C. JI. Jlesunkoro (Ha’r.zs), TIOPTPETHL «MOJIO-
moro genosexa» paborst . Beuunrepa (Kar. 10), moprper ®. H. Dis-
croHa, cHaTsil B arense «Bparsa Ilseprep» (Kar. 31) u npyrue.

B rom e 1928 r. yemnuamu corpynaukos O1merna 6511a onro-
TOBJIEHA HOBAA DKCIIOBUIUA «BHIT PyCCKUX KyIIIIOB 1 IIPOMBIIILIIEH -
uukos XVIII-XIX Bexos», rne cpenu Gorareiiirero I/I306pa3I/IT€.TII>-
HOTO ¥ J€KOPAaTUBHO-IPUKJIATHOTO MaTepHaa ObLI PeICTaBIeH
OVH JAarepPOTUIL — IIOPTPET HEMB3BECTHOM, IIOCTYIIMBIINY U3 Ce-
Me#HOT0 apxuBa 3HAMEHHUTON Kynedeckoil pamunuu Pykasumau -
koBsix (Kar. 66).

B sTu e romsr pororpaduaeckoe ornenenue Myses 6sira crpe -
MUTEIBHO PACIIHPATIOCH, B TOM 4ucCiIe 61arogaps MOCTyILIeHIAM
YHUKAIBHBIX IPOM3BESEHUI MEMOPHUATHHOTO XapAKTEPA 13 BELLKO-
kHmKecKux coOpanuii. Cynd mo samucaAM B KHUTAX IOCTYIIEHUH,
aIBOOMEL, MHOTOYICIICHHEIE CHMKH B paMax 1 (QyTIIApax, a TaKike
JarepoTHIIs mepenasanucsk Ha xpaHenue B MBO us Mpamopmoro
n HoBo-MuxaitiioBCcKOT0 IBOPIIOB, IPUTOPOSHBIX ycaned 1WIeHOB
nmnepaTopckoit pammaun. OpHako, Oyoydu BKIIOYEHHBIMU B
cocraB OOraTeNIINX KOJIEKIMI Myses, OHI TeM He MeHee GBIIH
BHOBB U3BATHL. [ cOMaAIEHNIO, IPOCIEANTD MX JATPHEHIIYIO CyAb0y
He MPEACTaBIAETCA BOSMOKHEIM. TaK, HAIPUMeED, yTPA4eHHBIMY
OKa3aJINCh SaTePOTHIIEL U3 COOPAHIA BEIMKOTO KHA3A Muxania
Huxonaesnya (1832-1909), Ha KOTOPHIX GBIIIM 3aMIEYATIEHBI BULBL
n nurepsepsr Hoso-Muxaitimosckoro npopua u umennsa Muxaitioska
nop Ilereprodom, a Taxske OTAeIbHbIE IOPTPETH U IPYILIIBL, CHATHIE
memenkumu ¢ororpadamu I'. u B. [IIuaiinepamu”. B Hacroamee
BpEeMA U3 TBAILIATH [ByX CHMKOB, YIIOMIHAEMBIX B APXUBHEIX [0~
KyMEHTaX, B COOpaHMY My3ef XPAHUTCA TOJIBKO OIHA IJIACTHHA, HO
1 OHA yTPATHIa CBOE HCTOPHIECKOe 0O paMiieH e B Bue QyTaapa co
BCTPOEHHBIMU JIMH3AMU [JIf PACCMATPUBAHMA CTEPEOCKONIECKUX
usobpaenuii (Kar. 34.). B unciie nepenanusx 8 D pMuTam 81941 T.
OKasaJInch MOPTPETH BEJIUKOTo repuora bamenckoro Jleomoiusna I
u Benukoii repuornuu Banerckoit Copun Bunsrensmunsr us co-
Gpamusa Benukoro kuasa leoprus Muxaitnosnaa(1863—1919) (Kar.
43, 44,), A TAKIKE TPY TATEPOTUIIA U3 COOpaHu BeanKoro kuasa Hox-
crantuna Korncranrunosuya (1858—1915) 8 MpamoproMm nsopue
(Kar. 22, 42, 57).

B 1930-1934 rr. xomnexmua MBO mpomomxana nononuaTscA, B
TOM YHCJIE U IyTEM IIepefady Ha IOCTOAHHOE XpaHeH e OOMBIINX
KOMILIIEKCOB IaMATHIKOB U3 JIMKBUIPOBAaHHbIX B 5T roxsr le-
pemeresckoro (Kar. 51—52, 70) 1 CrporaHOBCKOro ABOPIIOB-My3€€B
(Kar. 10, 35). B1932 r. u3 ycans6s1 Mapsuso 6bu1n oy deHs: gsa
BBICOKOXYIOMKECTBEHHBIX nareporuia paborst . Beunnrepa: mapusre
noprperst I1. C. m A. JI. Crporanossix (Kar. 12—13).

[Tocne 1932 r. oz mpeIoroM pacmupesus XyL0HKeCTBEHHOT0
OTHelIa [0 CoBeTCKOMY uCKyceTBy Kostexkuua MBO Gsura BriBeseHa B
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3umunii neopeu. Jloaroe Bpema cynsda e€ 6bIa HeompeaeaEHHO;
B IIEPHOJ, MEHKY 1934, ¥ 1941 I'T. KOJIEKINA TIepeesirana 4eTspe
pasa, IT0, KOHEYHO, He CII0COBCTBOBAIO €€ coxpaHHoCcTH. K 1941 T.
cobpanue Otpmena pacmomnaranocs B Mysee stuorpadpun. Umenno
OTTY/la OHO IIOCTYIIMIIO BECHOI TOTO € IOfia B TOIIBKO YTO CHOPMIL-
posaunsiii B ['ocynapcrsernnom Jpmurane OTmen HCTOPUU PyCCKOL
KyJIBTYpPHL (OUPK). WNuBenrapusanua u IpuéM SKCIOHATOB Ha IO~
CTOAHHOE XpaHEHYE B HOBBII 0TI/ HAYaIKCh TOJIBKO mocie Bemukoit
OteuecrsenHoi BoiHH. B1950-err. B cocrase dorma pororpadpun
ObLIa 3aIlMCaHa B MHBEHTAPHYIO0 KHUTY M KOJUIEKIIUA JAT€POTIIIOB.

OpHuM U3 IOCIEIHUX HHTEPECHEIX OIOMIHEHIH KOMIEKIIMY
CTAJI0 IIOCTYILUIEHKE B 2008 I'. YaCTHOTO apXuBa COTPyAHUKA Boem-
Ho-Mopckoro MyseaA. JI. JlapuoHoBa, moToMKa [BYX IIeTepOYpPrCKIX
cemeii —Marucenos u Xonmos. Kpome pucynxkos, munuariop, poro-
rpaduii Ha Gymare u cTexiIe, Blagesel Iepenal B CoOpaHie Myses 1
mecars gareporunos (Kar. 1,14, 36—39, 58—59, 68—69). Cosnannsie
B1850-x —Hayane 1860-X I'T., OHH IIPEACTABIAIOT PEIKUH IpUMEp
OBITOBAaHMA TaTePOTHIIOB B 0O YHOIT meTepOypreKoii ceMbe.

B nacroamee Bpema komnexuus gareporuios ['ocyzapersensoro
dpmuTaka 1aéT BOSMOKHOCTS IPOCIIELUTH HCTOPUIO JAT€POTUIIIHY B
Poccun na mporakennn npapnaTy getr. CaMbIMU PAaHHIME IIPOM3BE -
IEHUAMU B COOPAHIY My3ed ABIAIOTCA JAT€POTIIIEL, KCIIOTHEHHBIE
TaaHTIUBEIM oTorpadom-roburenem rpapom A. A. BobpurckuM
(1800—1868), omrum us mepsrex B Poccnu oconsmumM nareporun-
HBII mpouecc. braromapsa ero MacrepckoMy BiIameHIIO TEXHIKOI,
CHATHIE UM IIOPTPETHL, TATUPOBAHHBIE 1842 I., ¥ ceiiyac UMEIOT IIpe -
kpacHyto coxparrocrs (Kar. 2—4,). B apcenane BoGpuncroro 65110
HECKOJIBKO KaMep, II03BOJIABIINX EMY JeJIaTh CHUMKU PasHOTo Gop-
Mara, HaIMHAaA OT 1/6 IO ITaCTHUH TaK Ha3EIBAEMOTO LEJI0T0 PasMepa.
Hapsny ¢ tpagunmonnsiMu kamepamu, BobpuHckuit cmoas308an
B CBOEH IIPAaKTHKE allllapaT OPUTMHATBHOM KOHCTPYKIIMH, paszpa-
Goramuslii ascrpuiickum ontukom II. B. ®@. ®oxrnennepom. Cau-
JLETENBCTBOM CILyKAT 1Ba nareporuna — asromoprpers rpaga (Kar.
2—3), BELIIOJTHEHHBIE UM Ha IIIACTUHAX C 3aKPYIIEHHBIMU BEPXHIM
1 HWKHUM Kpaamu. Ha ceropHANMIHUI TeHb 5TO eIMHCTBEHHEIE B
POCCHICKIX My3eHBIX COOPAHMAX HK3EMILIAPHL, IIO3BOJIAIOLINE CO-
CTaBUTH IIPEICTABIEHUE 06 OTHOM 13 BaXKHEHITUX 1 UHTEPECHERIUX
OTKPHITUH B UICTOPUU PAaHHEH CBETOIIMCH.

CobcrBeHHAA AKTHBHAA TEATETBHOCTS B KAYECTBE JATePOTUIINCTA
HICKOJIBKO He MeIaa BoOprHCKOMY ¢ OrpOMHEIM HHTEPECOM CIIe -
[WTD 32 yCIIEXaMU CBOMX KOJLIET, IIPEIKIE BCETO MPO(ECCHOHATBHBIX
¢ororpados, aTesse KOTOPHX OH IOCEUIAN, BRICTyIIad B POJIH 3a-
xaguuka. Gpequ TBOPIECKOro Hacaenua caMmoro rpada B ceMeiiHoM
apXMBE COXPAHUINCH U BETMKOJIEITHBIE 06pa3um TIOPTPETHOM CHEM -
KU, MCIIONHEHHbIE B IEPBBIX IIeTepbyprekux doroarense A. Poxo-
ube u A. Jasunsona (Kar. 30), Y. Beuunrepa (Kar. 5—7). 1 ecan

(paHIyscKue MacTepa IPEACTABIEHE B COOpaHnU JPMUTAKA TONBKO
0fHOIT paboTOIi, TO IPOM3BELEHN N ABCTPUIACKOTO (DOTOXYLOKHIKA,
BBIIIOTHEHHBIX Ha ITI0CEPe0PEHHBIX METAIIMIECKIX IUTACTUHAX, CO-
XPaHUJIOCH ONMHHAIIATE (Kar. 5—15). Bce onu cosmans 1. Benun-
TepoM BO BpeMA er0 AKTHBHOM IIPO(ECCHOHAIBHOI eATEIBHOCTH B
poccuiickoii cromuue. CaMbre paHHIE CHUMKY — [APHbIE IIOPTPETHL
6parses Anexcarnpa u Branumupa BobpuHckux, cHATHE B aresse
Ha Bomsmoit Mopcxkoii, 37 B 1845 r. (Kar. 576). Hemensmuii uare-
pec BBI3BIBAIOT IIPOMBBELEHNA, OTHOCAIIMECA K 30JI0TOMY IIEPHOLY
TBOPYECTBA MACTEPA ¥ TI03BOJIAIOIIYE B IIOIIHOM MEPE OLEHUTH €T0
Macrepcrso gareporumnucra. Gpeny HUX IOPTPET MOIOLOTO YEI0BEKA
u3 cobpanus rpagos Crporanossix (Har. 10), moprperst cynpyros
Anpakcunsix (Kar. 8) m moprper nenssecrasx (Kar. 11) ns xomnex-
mun kaasei FOcymoseix. Onu eMoucTpupylor OnecTainee BlafeHue
Benunrepom npodeccnoHambHIMY HABBIKAMY, IIO3BOIABLUINMY €MY
cOo3maBaTh HA UO,€AJIBHO OTHOHI/IPOBH.HHBIX HOBCPXHOCTHX ILJIaCTUHBIL
COBEpILIEHHEIE [I0 YUCTOTE U OTYETIIMBOCTH H306paenns. Bmecre ¢
TeM OHMY ABIAIOTCA BEJMKOIEITHEIMI Xy/I03eCTBEHHEIMI 00pasam,
IDEMOHCTPUPYA COBEPIIEHHbIE KOMIIOBUIIMOHHBIE IIPHEMBL, MHOT O~
obpasue U IIyOMHY TOHAIBHOTO PELIEHNA, & TAKIKE, YTO ABIACTCA
HEMAIOBAKHBIM [ 3PUTEIBHOTO BOCIIPUATUA IPOM3BEIECHNA, OPU -
IHHAIBHOE TEKOPATHBHOE OopMIIeHIe CHUMKA. [ljia 5Toi menn
¢dororpad ucmonp3oBa OGyMaKHbIE ACIAPTY, AU3aUH KOTOPHLX,
BO3MOKHO, pa3pabarsiBaj caM.

Hempaa o6oiiTy BHMMaHIEM 1 pabOTHI IIeTepOYPICKIX MacTEPOB
Hemenkoro npoucxoxgennd B. K. u @. B. [Iseprepos (Kar. 31—33),
OTIMYA0IINECA XaPAKTEPHBIMU IJIA TOTO IIEPUOMA PA3BUTHUA Jare-
POTHUIINY KOMIIO3UIIMOHHON IIPOCTOTOM M OTCYyTCTBHEM GOIIBIIOrO
KoIMdecTBa akceccyapos (daure B pabore ¢ Momensio pororpagst
KCIIOJIb30BAIY HEUTPAIbHEIM MU «HEBUIUMBIM» 3alHUK, HHOTAA
IOIOJIHAIY ero gpanupoBkamu). Msyuenue npoussenennii A. Po-
xonse, A. [laBursona, U. Beunnrepa, B. K. u @. B. lIsepuepos, a
TaKXKe TBOPYECKOTO HACIIEANA HEN3BECTHBIX MACTEPOB 184,0-X IT.
U3 SPMUTAKHON KOJUIEKI[UY B 3HAYUTEIBHOM CTEIIEHH PACIINPAET
Hallre IpercTaBieHue 00 ypoBHE PasBUTHA TaT€POTUIIHOTO UCKYC-
crBa B Poccuu B 3T TOZHL.

Crous e MHTEPECHO ¥ Pa3HOO6PasHo cOOpaHue IPOU3BeNeHUN
1850-x IT., mpezcTaBreHHOe paboTaMy IPHU3HAHHBIX MACTEPOB, a
TaK#e CHIMKaMI aHOHMMHBIX poTorpados, olrpeee e aBropcTsa
KOTOPBIX e11é Brepenu. JIyduruMu B XyL0KeCTBEHHOM OTHOLICHIH
ABIIAIOTCA TAT€POTHIIH, HCIIOMHEHHBIE BEIIAIOIIUMCA PyccKuM ¢o-
roxygomuukoM C. JI. Jlesunrum (1819—1898) (Kar. 17—27). Cambim
parnnM cuntaerca moprper kHasg H. B. IOcymosa c HemssecTHEIMEI
(Kar. 17), cosnaHHbI! B epBbii rof, 1poeCCUOHAIBHOM TeATENb-
sHoctu Jlesunkoro B Poccuu. dror moprper 3aMeTHO BHILEIAETCA
CPeny IPYTHUX IPOM3BEIECHIN SPMUTAKHOM KOJUIEKIIMY — HE CTOTIBKO
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BBICOKUM YPOBHEM TEXHUIECKOTO MCIIOJHEHNUA, CKOIIBKO CMEIBIM
KOMIIO3MIIMOHHBIM IIOCTPOEHUEM IPYILIIEL, CBUIETEIBCTBYIOINM O
APKOM CaMOBBITHOM TaJIaHTe MaCTePa 1 ero 6ombmoM omerre. Bmecre
C TEM OH CIIyKHUT HATJIANLHHM IOATBEPIKICHIEM IIPABOTH CIOB CO-
BPEMEHHUKOB, yTBEPHKIABIIMX, UTO «BCE PUCYHKH, BEIXONAIIME 13
€T'0 MACTEPCKOIi, He MEPTBEIE KOILMH C HATYPBL, CHATHIE IIOCPELCTBOM
MALIMHB, HO KAPTUHEL, KaK OB HaOpOCAHHBIE HCKYCHOM PYKOIL Xy -
momuuka. [lomemenve Ha kapTuHe usobpamaemMoit Gurypsi, pac-
IIOJIOKEHYE TPYILIL, COCTABIEHHBIX I3 HECKOJIBKIX JINII, OCBEICHIUE
PHCYHKA, 06CTaHOBKA OKPYKAIOLIYX IPEIMETOB, HAKOHEL], MEJIKUE
aKCeccyaphl — BCE 9TO, IOBTOPAEM, XyLOMKECTBEHHO xuBoe»'*. He
MeHee MHTepeceH, Kak o0paser; mo3nHero reopuectsa JleBuukoro
mareporunucra, noprper senukux kuaseir (Kar. 22). Xora nuzobpa-
KEHUE IOBPEHKIEHO BCIEACTBIE TOTO0, YTO UCTOPUIECKOE CTEKIIAH -
HOe IacIapry b0 pasbuTo, TeM He MEHee Jame Gerioro B3riuana
IOCTaTOYHO, YTOOB IOHATH — IIEPe HaMU Pab0Ta BEICOKOTO XyLOMKe -
cTBEHHOTO0 ypoBHA. [IpocroTa 1 ACHOCT 06Pa3HOTO PELIEHNUA IO -
YEPKHYTH HEKOTOPHIMH €JI€ BAMETHBIMU TETALAMY, IPUIAIOUIIMI
IIPOUBBENEHIIO 0COBBIH SMOIMOHAIBHEI HACTPOR ¥ OILyINEHIE
MUBHEHHOCTH, mpucymee paboram Jlesunkoro. Kmaccuyeckumu
obpasmamu mo3LHeTo TBopuecTBa (hororpada ABIAIOTCA IOPTPETEHL
M. T. Namkosoit u Tpéx eé mouepeit (Kar. 24—25), cosmanusie um
Ha I/IBJIéTC I[arepOTHHHOﬁ IIOXU "N HeMOHCTpI/IpyIOH_[I/Ie BECH CHCKTP
TEXHUYIECKUX U N300Pa3UTENBHEIX BO3MOKHOCTEH 5T0r0 Busa ¢o-
TOMCKyCCTBA. HOMITO3UIIMY BEIBEPEHSI 10 MEIOYEH, TOBEPXHOCTH
CHIMKOB [eJIMKATHO MJUIIOMUHIPOBAHH, BIaromapsa 4eMy MOXKHO
HabJII0ATh TOHYAIINE TOHATBHELE IEPEXO/BL, YCHIEHHBIE GIIECKOM
HIEaIbHO OTIIONXPOBAHHOI mocepebpénnoit mracrunsr. [lo cBoum
Xyﬂ;O}I{CCTBeHH])IM OJOCTOMHCTBAM OHU HE yCTyHaIOT J'[y‘IHII/IM HPOI/IB -
BELEHIAM MaCcTepa 13 IPYruxX COGPaHUi U ABIAIOTCA GeCLeHHEIMY
06pasuamu, MO3BONIAIOIIVMY B IIOJIHOI MEPE OLIEHUTH UX 3HAYEHUE
KaK 0C0BOr0 ABTEHNA B UCTOPHUHU KyJIBTYPHL.

OrmenpHOro BHMMAHUA 3aCIIyKUBAIOT XPAHAILNECA B KOJUIEKIUA
My3es IIPOU3BENEHIA NHOCTPAHHBIX MacTepOB. BHOBB obpaTuMcsa
k cepuu gareporumos us cobparus [I. II. Tarumesa (Kar. 78-86).
Heobrrunsrii cromer, 6IIeCTAIEE TEXHMIECKOE UCITONTHEHIE KA ION
"3 0EBATU COXpaHI/IBIHI/IXCH IIJIaCTUH, UX 663pre‘{HLIﬁ HpOBeHaHC
II03BOJIAIOT OTHECTH STU JATE€POTHUIIE K YHCILY BBLIAIOIIMXCA PO~
usBeneHui pauHeil ceeromucyu. CosmaHsl OHY OBIIY €BPOIENCKUAM
MacrepoM B 184.2—184.4, IT. Ha LIeJBHBIX ITACTMHAX, KOTOPBIE HEYACTO
ucnonb3oBanucs hororpadamu B I0BCeLHEBHOM mpakTuke. [1o sToit
[MpUYUHE JAT€POTUIIHbIE CHUMKY 9TOT0 (hopMara KpaiHe PenKu
B My3€HHBIX co6paH1/I;1x U IPEICTaBIAI0T OTPOMHEIN UHTEPEC IJIA
crenuanucTos. B ocobennocTy eciny 0HY 06,1a1a10T TAKOI IIPEBOC-
XO[THOW COXPAaHHOCTHIO, KaK, HAIIPUMeED, SPMUTAKHAA «PHIAPCKAL
cepuA», II03BOJIAOIIEH OL[eHUTh MCKIIOIHTEIBHOE MACTEPCTBO Ia-
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TEPOTUIINCTA, B3ABIIETOCA 3 PEATUBAIINIO CTOIb HEOOBTHON UACH.
B HacroAmee BpeMs, K COKAIECHNIO, ¥ €70 UM, I IMA 3aKa39NKa, 110
JHEJIAHUIO0 KOTOPOTO OBLIA MCIIOIHEHA YHUKATbHAL ChEMKA, OCTAIOTCA
HeusBecTHBMHU. Ho 0[HO COBEPIIEHHO ACHO: HX CMEJIBIH SKCIIEPH -
MEHT yBEHUYAJICA YCIIEXOM, U MBI 06/1aaeM YHUKAIBHOM BO3MOX -
HOCTBIO COCTABUTH MCTHMHHOE IIPEICTaBIeHNe 00 YPOBHE PasBUTHA
[ArePOTUIINY B STU TOHL.

OTMedeH BBICOKMM Ka4€CTBOM TEXHUYECKOTO UCIIOIHEHUA U
IIpEKPacHON coxpaHHoCThIO mopTper rpacda B. A. Bobpusckoro,
BBIIIOTHEHHBIH B 1844 r. B [lapmixe HenmsBecTHBIM QpaHIy3cKIM
macrepom (Kat. 48).

3areM ciiefyeT OTMETUTD EIMHCTBEHHOE IIPOM3BEICHUE aMEPIL -
kaHckoro gareporumucra M. A. Pyra, paborasmero 81840-1850-xrT.
B Punanensduu 1 CIUTAIONUIETOC OTHIM U3 APUANIINX IPESCTABH -
TeJIeH «XyLOKECTBEHHOTO HAIIPABIEHUA» B UCTOPUH TarePOTUIINI
Amepuru (Kar. 29). dta mpesocxogHas o riryGuHe TOHA PEIIPOLYK -
mus ¢ xusonucHoro noprpera E. . lamkosoit — meHs pycckoro
mocianHuKa B Amepuxke A. fl. [lamkosa — Kucru aMepruKaHCKOTO
xypoxuuka ['. Crioapra ABIA€TCA APKON UILTIOCTPAIIEN B3AKMOC-
BABH MCKyCCTBa KuBOIICH 1 (pororpaduu. braromapsa cuactnuso-
MYy CTEYEHHUIO 06CTOATEIBCTB OPUTMHAIBHBLI IOPTPET U CHATHIH C
HETO JarepOTHII IIOCIE BCEX MCTOPHIECKIUX KOJITU3HI CTAIN SKC-
IIOHATaMU JPMUTAKA.

CaMBIMU IO3THUMU B SPMUTAKHOM KOJIEKIIUHU ABIAIOTCH CTE -
PEOCHYMMKH, UCIIONHeHHEE bameHckuMu doTorpadamu Gparsamu
I'.uB. Inaiinepamu («T. [Muaiinep u CHIHOBBA»). BMae 1861 1. oHH
mpubsinu B Poceuo, roe ¢ yemexom paGoraiu mo asrycra1862r., uc-
IOJIHAA caMble pasHoobpasHsie 3akassl B Mockse u IlerepGypre — o6
3TOM CBI/IIICTCJIBCTBYIOT I[aI‘CPOTI/IHI)I, HOC'I:YHI/IBH.[I/IC B SPMI/ITaH{ u3
paBHI)IX C06paHHﬁ. CpeI[I/I HUX ‘IeT])Ipe IIJIACTUHBI, 3aII€4YaT/JICBIINE
MHOTOYHCIEHHOE ceMeiicTBo meTepOyprexoro kynua I rumpmumn
u nouérnoro rpaxnanuna K. X. Xonrma (Kar. 36—39), rpynmnosoit
IIOPTPET OFHOM U3 HOraTeNIINX U BIUATENbHERIINX PaMUIUI B
poccuiickoit umnepuu rpados CrporaHOBHIX, BRIOPABIIMX AJIA [0~
supoBanus gady Ha Yépuoii peuxe (Kar. 35), a Takxke BuI rocTuHOM
Bycansbe MuxaiioBka, IpuHaIIexaBIIe BeINKOMY KHA310 Muxa-
uny Huxonaesuay, nosepusuremy Hemenxum pororpadam CrEMKY
HHTEPHEPOB HE TOIBKO CBOEI0 3aTOPOLHOr0 MMEHMUA, HO U TBOPLA
B [TerepGypre (Kar. 34.).

JocTonHCTBAMY SPMUTAKHOM KOJUIEKI[UU JAT€POTUIIOB, 110~
MMMO CYIIECTBOBAHUA GOMIBIIOTO YNCIIA IEPBOKIACCHBIX IIPOU3BE -
IEHUIT, CO3aHHEIX U3BECTHHIMU OTEIECTBEHHBIMU U 3aPyDEIMHBI-
MU MaCTepaMI/I, a TAK¥KE€ aHOHUMHBIMHU aBTOpaMI/I, CTOHUT HpI/IBHaTB
3HAYUTENBHBIA XPOHOIOTUYIECKUH TUanasoH paboT 1 aHpPOBOe
pasHoob6pasue. B wacrHOCTH, HEMHOTOYNCIEHHEIE, IPAKTUIECKA
He BCTPEYaONIIecs B My3eHHbIX QOHIaX 00pasIiEl BUL0BOI M HHTE-
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poeproii ceémrnm (Kat. 34, 87-88). Mmena nareporummcros, Bermon-
HUBIITHX UX, IOKA OCTAIOTCA HEU3BECTHBIMHY, YTO, OLHAKO, HE yMAJLAET
I/ICTOPI/I‘{eCKOI‘O 3HAYCHU A TAHHBIX IAMATHUKOB, I[eMOHCTpI/Ipy'IOH_[I/IX
BECh CIIEKTP HHTEPeCcoB MacTepos pororpaduu 1840-1850-x IT.

Tem He MeHee 0CHOBHYIO YacTh coOpaHuA JPMUTAKA COCTABIAIOT
IOPTPETHL, TKOHOTPadHIeCKOe 3HAYEHIE KOTOPHIX TPYLHO IIEPEoLie-
HUTb. DTO ZaT€POTUILE U3 IMIHBIX KOJUIEKIMH rpados BoGpuHckux,
Crporanossix, lepemeressix u [llysanossix; kuaseir KOcymossix u
Basemcrux; Myxanossix, [lamkoseix, Xpymossix u npyrux. Tak, Ha-
IIPUMED, UCKIIOIUTETbHOE 3HAYEHE IJIA 0T€IeCTBEHHOMN KYJIBTYPbL
HMeeT JarepoTHII, IOCTyIUBIINI u3 uMeHus PoxmecTseno, ero
mocnenHeit Buagenuneit 6suta E. Y. HaGoxosa, yposnénnan Pyka-
sumnankoBa (1876—1939), — mars nucarens B. B. Ha6orosa (Kar.
65). Ha moprpere us cemeiinoro apxusa 3amedarieHa ero mpaba-
6ym1ca E. K. Pyxasumnukosa c corHoBbaAMU MBanowM, B 6y;:y1ueM mpo-
MBIIIEHHUKOM ¥ U3BECTHBIM KOJUIEKIIMOHEPOM, POLHBIM IEL0M
nucarend, u Hukomaem, Biociencrsuy tanaHTIMBHM IELarOIOM
1 BIIaroTBOPHUTEIEM.

HecomuenHOi eHHOCTI0 06IaLAI0T MATEPHUATEL, OTHOCAIIMECH
K IIOpTpeTHOil ranepee PoManoBsix: mpoduirsHoe nsobpakenue
Benukoi kuaruuau Mapuu Hukonaesust, repuorunu Jleiixrenbepr-
cxoit (Kar. 60), ymoMuHaBIIMiica BELIIE IOPTPET BEIUKUX KHABEH
Huxomaa Hukomaesuva, Muxanna Huxomaesuva u Korncrantuna
Huxonaesnua (Kar. 22), a Taxie paHHWIL, HCIOTHEHHBLHA BO BpEMSA
3arpaHUYHOTO IIyTEIIECTBHUA, IOPTPET BelnuKkoro kuasa HoncranTu-
ua Hukonaesuua (Kar. 57). Hapasre c opuruHanbHEIMYU CHIMKAME
B COOpaHUY MysedA XpaHATCA 00PasLBl PEIPOLYKIMOHHON CHEMKH €
JKUBOIMCHBIX U rpadudeckux nmpoussenennit (Kar. 1516, 18, 23,
27,29, 42—4.3, 5051, 53, 59, 61—62, 64, 67, 71, 89), BHIIOIHEHHDIE
C HEMBBECTHBIX B HACTOAIIEE BPEMA MCCIENOBATENAM OPUTUHAIIOB.
[TomMumo nKOHOrpaUIECKOI IEHHOCTH, OHH 3aCITyKUBAIOT BHIMA -
HYA ¥ KaK CBO€0OPAsHBIN BCIIOMOTaTeTbHBLI MaTepHal, MILTFOCTPH -
PyOLIMii pasBUTHE N306Pa3UTEIBHOTO HCKYCCTBA.

Kpaiize nHTEpECHA KOILTEKIINA DPMUTAKA M C TOUKY 3PEHILA M3~
y4eHHA 0c0OeHHOCTEll IeKOPATHBHOTO 0(OPMIIEHUA CHUMKOB, TAK
KaK 3HaYMTeIbHAS TaCTh IPOM3BENeHNI COXPAHIIIA OPUTNHAIBHEIE
obpamiteHus moxHocTsi0. bompurumM pasHoobpasuem OTIMIAIOTCA
IarepOTHIIB IEPBOi moIoBHHS 1840-x rr. [lna Hux dororpads
HCIIONB30BAIY OyMaXKHBIE IACIIAPTY IIPEUMYIECTBEHHO CBETIIBIX
OTTEHKOB C XapaKTePHBIMHU 1A OPTPETHON MAUHHMATIOPHL BEIPE3aMu
B BU[E BOCBMUYTOJIBHIKA M IIPAMOYTOJIbHUKA, YKPAIIasd MX IIOIOCKA-
M (ONBIH ¥ IIPOPUCOBKAaMHE Ty1LrbI0. [lo3Hee MoABMINCH TOTOBBIE
CTaHJAPTHbIE [ACIIAPTY C IEIATHEIM PUCYHKOM, KPas e OKIEeHBa -
JIMCH IOJOCKaMK IBeTHOU Gymary. OMHAKO COXPAHMIIICH OT/LENb-
Hle 06pasibl ¢ Gosree M3BICKAHHOM OTAEIKOI — HTO OPTPeT rpada

A. A. BoGpuHCKOTO, OKAHTOBAHHEIN CBETIIO-KOPUIHEBOM KOMEN C

TucHEHBIM 30104éHbIM y3opom (Kat. 30). He menee copepxarensua
1 060poTHAA CTOPOHA Tpou3BeneHuil. B yacTHOCTH, paHHMe Karepo-
TUIIE TPAIULXOHHO OKIIEEHEL C3a11 TOHKOM OyMaroii, mossosdmomei
paccMoTpers GOpPMY ILIACTHHBL M 0COOGEHHOCTH €€ KpeIICHHA.
T0 ABIAETCA OTINIUTENPHON Y€PTOX MHOTUX JTIGUTENBCKUX
CHUMKOB, ITO K€ Kacaercsa pabor npo¢ecCHOHANBHBIX MACTEPOB,
TO OHY 06BIYHO 0(POPMIIEHE GOJIe€ TIIATEIBHO U UMEIOT 33 THIOI0
CTEHKY M3 IIIOTHO GyMaru uiu KapToHa.

Cremyromuii 5Tal B MCTOPUM PA3BUTHA TarePOTUIHEIX 06-
PaMIIEHUIT MOMHO IIPOCIEAUTD Ha IPUMEPE IAPHHIX MOPTPE-
toB A. A. u B. A. Bo6punckux paborst U. Benunrepa u mop-
tpera ®. H. duscrona, ncnonuenunero B. u ®. [Isepuepamn
(Kar. 5—6, 31). IlnacTuHEl mOMEILEHI B CTEKIAHHBIE IIACIIAP-
Ty, OKpaIll€HHbIE C BHYTPEHHEH CTOPOHB YEPHON KpPaCKOM.
OnHaKO B OCTAIIBHOM OHY IIOBTOPAIOT CIOKUBIIMICA K BTOMY
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Heussecrusiii ¢pororpad. Ioprper pereir mpunua II. T'. Oxszenbyprexoro.
IlepBaa moroBuaa — cepemmua 1850-x. I'D
Unknown. Group Portrait of the Children of Prince Peter Oldenburgsky. Early—

mid-1850s. The State Hermitage Museum

BpPEMEHM CTHIb 0(pOPMIEHNA TaTePOTUIIHEX H300paKeHII:
BOCBMUYTOJIBHEII BBIPE3 ITACIIAPTY OKJIEEH TOHKUMHU II0JI0CKAMK
307104€HO# (HOIBIH.

ITosme mexopaTuBHEIE THHUA CTAIN HAHOCUTHCA C BHyTPEHHEH
cropousl crexna. Co BpemMeHeM xapakTep 06paMIeHUI HECKOIBKO
usmermiics. Haunbompmreit moIyIapHOCTHIO IOMB30BANNCH YEPHEIE
nacnapty (dale BCero CTeKIAHHbIE) C IIPAMOYTOIBHBIM HIIU OBAILb-
HEIM BEIPE30M, KOTOPHIE JOIOIHAIICH BHYTPEHHUM KaPTOHHBIM
IaCIapTy ¢ IIIyGOKUM 30J109€HBIM cpesoM. [lomo6HsIil Tu MOHTH -
POBOK CTAJI CAMBIM PACIIPOCTPAHEHHBIM ¥ IIPOTEPIKAICA BILIOTH IO
MCIE3HOBEHNUA JATEPOTUILHH.

JlomoTHUTS 0610 KAPTUHY Pa3BUTHA LEKOPATUBHOTO 0OpM-
JIEHVA JAT€POTHUIIOB IO3BOIAIOT IPOM3BEIECHIA, MCIIOMHEHHEIE 32~
PYOEKHBIMI MacTepaMH, NCIIONB30BABIINMY B Ka4€CTBe IIacIap-
Ty METa/UINYECKIe I KaPTOHHbIE 30JI0TOTO IIBETA, IIANKIE HIIH C
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TrcHEHBIM pacTuTensHbiM opHamenTom (Kat. 34—39, 57, 76, 88).
Oco6eHHO M3BICKAHHO BHIVIANAT Ipoussonusmuecs 8o Ppanuun
Hacmapry, IMUTHpOBaBmue depenaxonsri nanuups (Kar. 18). Kpo-
Me TOTO, 10 KEJAHWIO 3aKa3YNKOB U300 ParKEHNA IOMELIATNCH B
KOMKaHbIe WU GapXaTHBIE PYTIAPEL, 0(OPMILAIKCE B BULe Gporeit,
OperoKoB 1 Menaab0HOB. [lomyApHEIMY GBI U TPATUIKOHHEIE
GareTHbIe paMBI U3 IEPEBA, B OCHOBHOM 4€pHOro usera. [lacmapry,
KOPOGOYKK - DY TIAPHL X pAMBL B OJIBIIOM KOJTUIECTBE IPOUSBOLIL-
such B Poccun (manpumep, B Macrepexkoii I1. Bapama) u no crumio
odopmitenus 6bun 6113KU PPAHIYSCKIM.

PasnooGpasue mpencTaBIeHHOrO B SPMUTAKHOM KOIIIEKIIUT
MaTepHaa ¥ er0 XOPOLIAs COXPAHHOCTb BCETIA OTMEIAIOTCA CIIe-
LVAINCTAMY KaK OfHO M3 BaKHelNmux ee gocrounrcrs. Heemorpsa
Ha TO 9TO MHOTHE SKCIIOHATHI IPOLLIK TPYLHBIA IIyTh OT HALIMOHA-
JIM3UPOBAHHEIX TBOPLOBHIX U IOMEIIUYbHX ycaed 10 BpeMEHHBIX
My3eHHBIX SKCIIO3UIHI 1920—1930-X IT., T/le OHU XPAHWIUCH B
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Heussecrusrit ¢pororpad. Ioprper senuxoit

xumrasr Onsru Huxonaesnst. Iocae 1846. I'9

Unknown. Portrait of Grand Duchess Olga
Nikolaevna of Russia. After 184.6. The State

Hermitage Museum

nepaeie rogasl. GTOUT S yIUBIATECA, YTO B PE3Y/IHTATE MHOTOYMC-
JIEHHBIX TIEPEMEIEeHNH yTPAYeHHBIMHU OKa3aJIich He TOIBKO 00-
paMIIeHuA, paMbl U (PYTIIAPEL, HO ¥ CBefeHUA 06 N300 pamEHHELX,
BIIamesax u pororpadax.

[InanoMepHoe wucciemoBaHME SPMHUTAKHON KOJLIEKIIU
[arepoTUIIOB HaYaloch B Havaue 1990-X IT., Korga B [ocymap-
cTBeHHOM JpMmuTake OBLIA OTKPHITA BEICTaBKa «Pycckas dororpa-
¢us. 1840-1910-€ TOIBI», Ha KOTOPOI BIIEPBBIE OBIIN BEICTABIEHEL
22 mareporumna’s. [Ipomenurie 82002 12003 rr. BeicraBku B CaHKT-
[erepbypre u Kasanu cranu BaxHbIMY STAIIAMY Ha IIyTU U3y ICHUA
DPMUTAMHOM KOJIEKIIIHI 4.

Citemytomuii cepbE3HBIN AT B TOM HAI[PABIECHUI — COBMECTHBIN
HayYHBIH IIPOEKT XpaHuTeel i pectaparopos l'ocynaperseHHoro
dpMuTaKA 10 M3YIEHUIO ¥ KOHCEPBAIUH KOJLIEKIIIH, OCYIIECTBIEH -
HBI# MyseeM B2007—2008 rr.’s TecHoe coTpynHIYeCTBO XpaHUTEIeH
C PasHHIMM CIIEIUANKNCTAMK My3€ed TajJI0 BO3MOKHOCTS HE TONBKO

mpoBecTy 00CIeN0BaHUE KOJUIEKIIH 1 €€ KOHCEPBAILIIO, HO M3y IUTh
THITEL ICTOPUIECKUX oOpamiennii. [IpenmpuuaToe KOMILIEKCHOE
HCCIIeI0BAHTE KAKIOT0 TAMATHNKA [I03BOJIIIIO 3HAYUTEIBHO IIPO-
IBIHYTHCA B IOHUMAHUH CIIeNU(DIKY MATEPUATIA, 33/[ATI0 HECKOJIBKO
HOBBIX, HHTEPECHBIX HAIIPaBIeHMI 114 TaTbHEHIINX M3EICKaHUH.

JloruaHsIM 3aBepIIEHIEM IPOEKTA CTAJ IIEPBBLI HAyIHBLI KaTa -
JIOT KOJUIEKIMY arepoTuiios Ipmutaxka'. Braromapa kpomorusoii
pabore B TedeHIe PALA JIET B COOPAHII ABTOPAMHY BBLABIECHBI [IPOM3 -
BEIEHIA TAKIX MACTEPOB, Kak A. Hasunnon, A. @oxonre, U. Ileimec,
I'. Taynr, U. Berunrep u C. JI. Jlesuuxwuit. Kpome toro, rurarensno
IIPOCIIEKEeHA NCTOPHA OBITOBAHUA IPEIMETOB B YACTHHIX COOPAHUAX,
a3aTeM B My3€IHBIX KOJUIEKIIUAX, B PE3YIBTaTe YTOUHEHDI JATHPOB-
KM, OIpeneneHsl nMeHa usobpaménusx. Ocofoe BHUMAHUE IPH
IIO/ITOTOBKE MBIAHUA OBLIO yAEIEHO COCTABICHIIO OIMCAHMUI €O~
XPaHHOCTU KaK OLHOM 13 BAXKHBIX COCTABIAIONINX KOMIITIEKCHOTO
M3yYeHUA IPOU3BENEHNI, a TAKIKE MILTIOCTPATUBHOMY MAaTEPUAILY.
Mmuorue pa6OTI>I BOCIIPOM3BEIEHEI B U3JaHUL HE TOJIBKO C IUIEBOI,
HO ¥ ¢ 060POTHOM CTOPOHBI C IIEJIBI0 II0KA3aTh PA3HOOOPa3HbIE IIPH -
€MBI IEKOPaTHBHOI0 0(OPMIIEHNA CHIMKOB 1 IIPOIEMOHCTPIPOBATh
MCTOPUYECKUE HANIIIUCH.

OnHoBpeMeHHO ¢ 9TUM OBl OPraHW30BaHA BHICTABKA «JIIOXa
nareporurna. Panuaa pororpacdus s Poccun»'7, c ycrexom mpomer -
Imas B CTeHaxX DPMUTAKA B 2011—2012 I'T., I1I€ B THCIIE TarePOTHUIIOB
13 PA3HBIX My3€HHEIX COOPAHMI GBI OKABAHH TPU/LIATH IBA DKC-
[IOHATA M3 SPMUTAIKHOTO COBpaHUA.

[y6nukamua xomrexiuu ocynapcrseHHOro pMuTaka B CBOI -
HoM Katanore «J/lareporun 8 Poccun» aBnaerca BaHBIM 3TalIoM Ha
IIyTH BCECTOPOHHET0 N3y IeHUA YHUKAIBHBIX IIAMATHUKOB ¥ CBULIE -
TEJIBCTBYET O PACTyIIeM HHTEPECE CO CTOPOHBI KaK IIPO(eCCHOHAIb-
HBIX UCCIIELOBATENEN, TaK U JI00HUTeIeil K 5TOMY CBOe0OpasHOMYy
ABIIEHUIO B HCTOPHY paHHe#H doTorpaduu. ITo BeeIIeT HaLem Iy,
YTO M3BICKAHMA OYLYT MIPOMOIKEHEL ¥ 03HAMEHYIOTCA B BymyImem

HMHTEPECHBIMU OTKPBITUAMM.

' Correspondence // The British Journal of Photography. Vol. 34,, N 1426.1887.
September 2. P. 558.

*PITUA. @. 472. Om.13. [l 1745. J1. 3.

3 Pasusre ussecrus // Bubnuorexa mna urenns. 1839. Cenrabps — oxratdps. T. 36. C. 42.
+PTUA. ®. 472.Om.13. [1.1636.J1. 5.

5 ITHA CII6. ®. 921. Om. 8. [I. 34. /1. 3.

® Bepesun 1. Tlyremecrsue mo Ceseproii Ilepcun. Kasans, 1852. C. 185.

TAI. ®.1.0m. 3. 1. 1. JI. 30, 31.

8 Tesuyxuii C. JI. i3 Bpemen garepporunuu (1841-1850) // ®ororpaduueckuii exeronnns
II. M. lemenrsesa. CII6., 1892. C. 178.

ITAPD. ®. 641. Om. 1. [I. 113. JI. 32.

H. H0. ABETAH. ICTOPUSA $OPMUPOBAHKA COBPAHIA

©AT3. @.1.0m. 1. [T, 2. JL. 27.

" KITABO I'PM. [T.]1. No1-1436. C. 293, 294.

' Jarepporumns Jlesuukoro // Canxr-IlerepGyprexue BegoMocTit.

1852. 24 denp. Ne 45. C. 182.

'3 Pycckaa ororpadus. 1840-e —1910-e ronsr. M3 cobpanma dpmuraxa. JI., 1991.

* Cm.: Cankr-TlerepGypr B dororpaduax 1840-1920-x roxos. 'opox u roposmare: BricTaBKa
us cobpanusa Focynapersennoro dpmurana. Hazams, 2002; Cankr-Ilerep6ypr B ceromucu
1840—-1920-x romos. Karanor BricraBku. CII6., 2003.

5 TIpoekT GBLT OCYMIECTBIEH IPY SEATENIFHOM yIacTHu GIaroTBOPUTETbHOTO HOHA

9. Memnona (CIIA).

16 Jareporumn. Karanor komnexmun / H. 10. Aseran, I'. A. Mupomio6osa, T. A. ITerposa. CII6.:
Wsn-so l'oc. Ipmuraxa, 2012. 200 c.

"7 dmoxa gareporuna. Panusasa ¢pororpadusa B Poccuu: xaramor seicrasku / Toc. DpMurar.

CII6.: Man-Bo T'oc. Dpmuraika, 2012. 168 c.
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N.Y. Avervan

History of the Formation of the Collection

Among a great abundance of treasures of cultural heritage currently
held at the State Hermitage Museum, the photographic collection
is one of the most voluminous and eclectic in terms of composition
and importance. Gathered by several generations of the Romanovs
and a legion of private individuals in the pre-revolutionary era,
with considerable additions in the recent decades, it is now an
outstanding, in its artistic and historic value, collection of works
of svetopis (photography). And its earliest pictures, shot by Russian
and foreign pioneers at the very dawn of photography, make this
collection simply invaluable. Daguerreotypes are among those
pictures. And while their number in the collection — go plates —
may seem, at first blush, insignificant, their value to the history of
Russian photography is unsurpassable and indisputable. First, there
are works of first Russian amateur photographers, as well as some
specimens made by foreigner, very rare for Russian collections.
These are works of professional daguerreotypists operating in
Russia, as well as plates brought to the country by their owners
from abroad. The daguerreotypes from the collection of the Imperial
family and the Imperial Hermitage are of utmost importance to us
at the State Hermitage Museum as our museum has spared no effort
in preserving, studying and presenting its collections to the public.
These items allow us to trace the very first stages in the formation of
our photographic archives, as well as fill in the gaps in the history
of Russian photographic art of the nineteenth century.
Daguerreotypes came early to the Winter Palace on account
of Nicholas I's fascination with the new extraordinary invention.
Being a military engineer, he always expressed certain partiality
to all kinds of technical novelties (and the daguerreotype was
definitely one of them since day one and throughout its heyday).
In June 1839, the corresponding member of the Russian Academy of
Sciences Josef Christian Hamel paid a visit to Louis Jacques Mandé
Daguerre in France to acquaint himself with all the details of this
sensational discovery. At the end of the meeting Hamel, on behalf
of the Russian emperor, made a generous offer to Mr. Daguerre
to purchase the invention.' At the same time, the Russian consul
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at Paris, Ksavery Labensky, bought a “daguerreotype camera with
all the paraphernalia” and shipped it to Russia by sea. According
to written orders, which followed quite promptly, Charles Sagger,
director of His Majesty’s Own Libraries and Arsenals and also of the
First Section of the Imperial Hermitage, was to bring the camera to
Tsarskoe Selo and show it to the emperor. In a few days, per supreme
orders, the box with the unique “apparatus” was transferred to the
Academy of Arts “for one of the academics to take upon himself
opening the box, priming the instrument and performing trials,
which should be subsequently shown to His Majesty.” Alexander
Sauerweid, professor of military painting, was requested to carry out
the testing.? But the emperor’s collection at the time already featured
daguerreotype plates sent to Nicholas I by Daguerre himself in the
latter’s effort to seek the monarch’s favorable attitude toward his
invention gaining ground in the vast Russian market. Unfortunately,
the emperor’s opinion on the artistic value of these objets d'art still
remains unknown. Nonetheless, he ordered them to be put out on
display at an academic exhibit in St. Petersburg. These samples
of a brand-new art drew a mixed reaction from the public. One of
the critics, having had studied them very thoroughly, wrote: “The
precision and cleanness of the drawing in its very minute details
astonish the attentive beholder, but this is not painting, and in no
way these metal boards can substitute for works of the brush, even
amediocre one.”3 It is noteworthy, though, that after the closing of
the exhibit Daguerre’s triptych remained in the halls of the Academy,
which ran afoul of the supreme order to pass it on to Franz Labensky,
director of the Second Section of the Imperial Hermitage.*

Despite the not so glamorous debut, the daguerreotype acquired
throngs of fans and spread across Russia quite rapidly. Apparently,
Nicholas I entertained aliking for it, too. There is a testimony of one
of the St. Petersburg daguerreotypists, Peter Albers, who in 1842
built a “camera-obscura with a room for taking daguerreotypes”
across from St. Isaac’s Cathedral. It successfully operated through
1846 and was “on many occasions awarded by His Majesty’s Grace
and visits by the Imperial family.”s

H. H0. ABETAH. ICTOPUSA $OPMUPOBAHKA COBPAHIA

Heussecrusrii xyxosxuuxk. [loprper [I. II. Tarmmesa. 1840-¢. I

Unidentified artist. Portrait of Dmitri Tatishchev. 184.0s. The State Hermitage Museum
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In 1842, having found indubitable merits in photographic art,
Nicholas I sent, among other diplomatic gifts, a daguerreotype
plate to the court of Mohammed Shah Qajar, shah of Persia.
Ilia Berezin, the orientalist who visited Persia shortly after this
event, later reminisced: “Not long before my arrival to Teheran,
the Emperor had sent a daguerreotype as a gift to Mohammed
Shah, brought by an officer with our embassy, Pavlov. Upon
presenting the daguerreotype to His Majesty, Pavlov took two
shots of the shah’s palace, which piqued curiosity of Mohammed
Shah who observed these experiments from a palace window. So,
immediately upon pictures having been taken, His Majesty stepped
down into the courtyard and found special pleasure in examining
successful drawings. The courtiers were much fascinated with this
daguerreotype wonder, tried incessantly to peek into the camera-
obscura while it was taking views, and some of them even crowded
up in front of the glass and blocked the sun’s rays.”®

The same year, following orders of the Ministry of Imperial
Household, the Hermitage’s collection received two boxes with four
daguerreotype views of America.” Unfortunately, historical evidence
is quite scarce and does not provide us any information as to their
maker(s) and the time they were taken. Probably they were added
to the Imperial collection as traditional gifts. Such gifts very often
had not an official but rather a private status, in which cases they
remained in residential quarters of the Imperial family and were
held in His Majesty’s Own Libraries. Russian photographer Sergey
Levitsky, in the chapters of his memoirs covering the baby steps of
Russian photography, tells us about successful attempts of Count
Alexey Bobrinsky, who “more seriously than anyone else around
went for daguerreotypy.” He, quite successfully, “made a shot of a
winter garden on a whole plate. The shot was presented to Empress
Alexandra Feodorovna.”

The exposure of the members of the Imperial family to the
finest specimens of photographic art resulted in the development
of a taste on their part for photography, which urged them to
commission their portraits from the best daguerreotypists operated
in the Russian capital. Made as a single copy, or sometimes two
copies, daguerreotypes were very often used as gifts or tokens of
remembrance that their owners exchanged with their friends and
loved ones. Amongthose that have survived to the present day are two
portraits of the Grand Duchess Maria Nikolaevna (State Hermitage
Museum, State Historical Museum), a group portrait of Grand Dukes
with their tutors (State Historical Museum), a portrait of the Grand
Duke Konstantin Nikolaevich (State Hermitage Museum), and a
group portrait of Grand Dukes (State Hermitage Museum). These
unique daguerreotypes are only a small part of the photographs
commissioned by the Imperial Household in the 1840s—1850s. In
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addition to making original pictures, photographers were often
invited for “copying by means of the daguerreotype” paintings or
drawings. Those plates were no less valuable than life portraits.
In one of her letters, dated June 1851, Grand Duchess Maria
Alexandrovna wrote to her governess, Marianne de Grancy: “You,
probably, know that Maria Nikolaevna is passing through Darmstadt,
and certainly you will be pleased to see her. I would like to ask her
to give you our lithographic portraits, I put in a few of mine as you
wanted, and a daguerreotype of Cesarevich and children after the
portrait that we have presented to the Emperor.”?

Despite their apparent secondary nature as compared to
original daguerreotypes, reproductions on silver plates are very
precious to us. Not only do they constitute a separate branch in
the development of photographic art, but also, on the merit of
their historical significance alone, make up unique iconographic
material, sometimes without a duplicate or analog in any category.
Now they are as rare in museum collections as plates taken from
live subjects. The portrait gallery of the Romanov family created
by copying oil and graphic paintings is relatively small: portraits
of Emperor Nicholas I (State Hermitage Museum, Peterhof
State Museum Reserve), Empress Alexandra Feodorovna (State
Hermitage Museum), and Grand Duchess Alexandra losifovna
(State Hermitage Museum). A group of daguerreotypes depicting
the family of Prince Peter Georgievich of Oldenburg also falls into
this category (State Hermitage Museum, State Historical Museum,
Peterhof State Museum Reserve).

In 1846, the Imperial collection added a series of
daguerreotypes (Cat. Nos. 78—86) from the vast gatherings of the
well-known Russian diplomat Dmitri Tatishchev (1767-18435).
For several decades he spent in his line of work outside Russia,
he kept acquiring from different sources Western European
paintings, objets d'art, various ancient artefacts and weapons, all
of which he bequeathed to Nicholas I. These art treasures included
twelve daguerreotypes depicting mannequins — individually and
in groups, mounted and on foot — clad in knight’s armor. All the
plates were mounted in wooden frames and placed in a specially
designed wooden box. This way, in the box, they were delivered
to Russia. Unfortunately, following the movements of the items
within the emperor’s collection proved to be very difficult.
The Knight Series, along with other valuables, were moved to
the Hermitage and placed in the French Gallery, whence it,
apparently, was transferred to the First Section of the museum
for safekeeping. It is worth mentioning that these are the only
surviving daguerreotypes from the main, or historic, museum’s
collection, which places them among the most precious items in
the entire collection.

Later daguerreotype acquisitions by the Imperial Hermitages
were scarce and far between and usually came with other
materials: etchings, lithographs and books. In the summer 1848,
“daguerreotype views of Niagara Falls, American-born Meade
and Proter, and two daguerreotype portraits on a single board™°
were transferred to the First Section. These rare entries let one
assume that only those photographic works that could have added,
in emperor’s opinion, some extra artistic value to the vast art
collections at the museum did make it to the accession books. Photo
mementos were still kept by the emperor and his family in their
private quarters.

The development of the negative-positive process had a
detrimental effect on the daguerreotype and, by the early 1860s,
daguerreotypy, as a photographic technique, had ceased to exist.
Its demise meant no further acquisitions of photographs on metal
plates for the museum’s main collection. The daguerreotypes that
belonged to the Imperial family, however, were safely kept in the
Winter Palace and suburban residences, and passed as memorabilia
from one generation to another. Until 1917. The nationalization
of the art treasures of the Romanovs that began shortly after the
October Revolution first impacted the collections at the Winter
Palace and the Imperial Hermitage. It resulted in many damaged
or totally disappeared historical monuments that included
photographic archives with tens of thousands of pictures, among
which were daguerreotypes. In the 1920s—1930s, photographic
materials were among the items allowed to be released to third
parties in accordance with the state policy of “exchanging and
releasing items at the museum that carry great museum importance
orvalue.” These removals were primarily made from the richest, in
their historic and artistic value, collections of emperors Alexander
IT, Alexander III and Nicholas II, and empresses Maria Feodorovna
and Alexandra Feodorovna.

At the same time the formation of a new collection had begun.
Later on, it would become part of the State Hermitage Museum’s
collections. It owed its appearance to the hard, self-sacrificing
work of the employees of the Historical Household Department
at the State Russian Museum, organized shortly after 1917 and
intended to cover people’s everyday life in the anterevolutionary
Russia. Its items came from confiscated private possessions, from
expeditions to rural areas and from acquisitions via the Expert
Commission of the Petrograd Branch of the Commissariat of Foreign
Trade. Initially, the department occupied the Counts Bobrinsky’s
mansion in Galernaya Street, with a branch in the Sheremetevs’
Palace. The department’s first exhibits were family photo-archives
donated or purchased in 1919—1920. Those acquisitions included
daguerreotypes. The museum employees’ interest in daguerreotypes
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was mainly due to their iconographic value, which allowed them to
fill the gaps in the collection. From the owners’ point of view, this
was the only chance to save these rare historical monuments from
extinction. Probably, such were the thoughts of the department’s
employee Sergey Khrushchov (1871—?). In1919, he donated to the
museum several family photo-albums and five daguerreotypes that
had been kept in his family for decades. The Hermitage’s collection
now holds four portraits from this donation, all mounted in similar
wooden frames (Cat. Nos. 28, 54—56).

Very soon the department’s collection added two more
daguerreotypes (Cat. Nos. 45, 89) acquired from Anna Baumgarten-
Mikeshina (1866 — after 1926), daughter of sculptor Michael
Mikeshin and wife of architect Eugene Baumgarten (1866—1919).
But those were still very rare, accidental acquisitions. Down
the road, the formation of the photo collection at the Historical
Household Department was quite sporadic and closely correlated
with the state’s policy of nationalization of private collections.

Among the department’s most valuable acquisitions at the
time was the outstanding in its historical importance and cultural
value collection of the Counts Bobrinsky, thoroughly preserved by
several generations at their mansion in Galernaya Street. From
1918, this building had housed the State Museum Repository, and
in 1920 it, and everything in it, was given to the Russian Museum
for the rapidly growing the Historical Household Department’s
collection. This means that prior to 1928, while on the Historical
Household Department’s accession books, almost all Bobrinskys’
daguerreotypes had never left the mansion. This probably accounts
for today’s good condition of the collection; and, thanks to the
efforts of its last owner and the heir of the family archive, Alexey
Bobrinsky (1852—1927), who had put in hours and hours of hard
work into studying it, the collection was systematized in the early
twentieth century. Each daguerreotype got a circular label and an
explanatory note. Unfortunately, some of them are erroneous,
especially concerning dates, but this fact by no means diminishes
the importance of Count Bobrinsky’s work to preserve and protect
one of the oldest photographic collections in Russia.In1928, the
Historical Household Department’s collection moved to the recently
renovated outbuilding, built by Leon Benois, next to the main
building of the Russian Museum. At the same time, it obtained
a great number of exhibits, mainly from the Museum Repository,
including daguerreotypes. Among those were such interesting and
valuable works, in terms of iconographic and artistic merits, as
portraits of Maria Pashkova (Cat. No. 24) and her daughters by
Sergey Levitsky (Cat. No. 25), a portrait of “a young man” by Joseph
Weninger (Cat. No. 10), a portrait of Felix Elston (Cat. No. 31), taken
at the Zwerner Brothers’ studio, and others.
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Heinrich and Wilhelm Schneider. Portrait of Carl Christian Holm. 1861—-1862. The State Hermitage Museum

The same year the employees at the department prepared a
new exhibition, The Life of Russian Merchants and Industrialists in
the 18"—19™ Centuries, which, among highly valuable visual and
crafted exhibits, displayed a single daguerreotype — portrait of a
woman —acquired from the archive of the Rukavishnikovs, a famous
merchant family (Cat. No. 66).
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In those years the photography section of the Museum of
Household was growing very fast due to, inter alia, acquisitions
of memorabilia from the collections of Grand Dukes of Russia.
According to the entries made in the accession books, photo-
albums, framed and cased photographs, as well as daguerreotypes,
were transferred to the Historical Household Department from

the Marble and Novo-Mikhailovsky Palaces, as well as from
suburban residences of the Imperial family. Despite their
officially recorded inclusion in the museum collection, they were
subsequently withdrawn from it for unknown reasons. Tracing
their movements proved to be impossible. They are lost. Lost are,
for instance, the daguerreotypes from the collection of the Grand
Duke Mikhail Nikolaevich (1832—1909) that depicted views and
interiors of the Novo-Mikhailovsky Palace and the Mikhailovka
Manor near Peterhof, as well as single and group portraits made
by German photographers, Heinrich and Wilhelm Schneider."
Out of twenty-two plates indexed in the archive, the museum
collection now features only one, with its original housing —
a case with lenses for viewing stereoscopic images — missing
(Cat. No. 34). Portraits of Grand Duke Leopold I of Baden and
Grand Duchess Sofia Wilhelmina of Baden (Cat. Nos. 43, 44)
from the collection of the Grand Duke George Mikhailovich
(1863—1919) were transferred to the Hermitage in 1941, along
with three daguerreotypes from the collection of the Grand Duke
Konstantin Konstantinovich (1858—1915), initially held at the
Marble Palace (Cat. Nos. 22, 42, 57).

In 1930-1934, the Historical Household Department’s
collection received additions to it from the Sheremetevs’ (Cat.
Nos. 51—52, 70) and the Stroganovs’ Palaces (Cat. Nos. 10, 35)
that were being dissolved at the time. Their huge archives
of historical monuments were sent to the department for
permanent safekeeping. In 1932, two valuable daguerreotypes
— complementary portraits of Paul and Anna Stroganov by Joseph
Weninger — came from the Maryino estate (Cat. Nos. 12—13).

After 1932, on a pretext of expanding the “department of
Soviet art,” the Historical Household Department’s collection
was moved to the Winter Palace. Its future was hanging in the
balance for quite a while. Between 1934, and 1941, it moved four
times, which had negatively affected its preservation. By 194a1,
the collection had been placed at the Museum of Ethnography,
whence it finally moved to the newly organized Department
of the History of Russian Culture. Its items, however, had
not been properly inventoried and registered for permanent
safekeeping until the end of World War II. The daguerreotype
collection made it to the inventory books in the 1950s, as part
of the photographic archive.

One of the most recent accessions to the collection is the
private archive of Andrey Larionov, an employee at the Naval
Museum and a descendant of two St. Petersburg families, the
Matisens and the Holms, which came in 2008. Besides various
drawings, miniatures, photographs on paper and glass, the owner
brought to the museum ten daguerreotypes (Cat. Nos. 1, 14, 36—
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39,58-59,68—69). Made in the 1850s and early 1860s, they give
us arare chance of a glimpse at how daguerreotypes were faring in
an ordinary mid-nineteenth-century St. Petersburg family.

The current daguerreotype collection at the State Hermitage
Museum allows us to follow the history of the daguerreotype in
Russia over twenty years of its existence. Its earliest exhibits are the
works of Count Alexey Bobrinsky (1800-1868), a talented amateur
photographer, one of the very first enthusiasts of the process in
Russia. Thanks to his expertise in the field, his daguerreotypes,
dated back to 1842, are still in great condition (Cat. Nos. 2—4,).
Bobrinsky owned several daguerreotype cameras, which allowed
him to make pictures of various sizes, from sixth-plate to whole-
plate. Besides conventional apparatuses, Bobrinsky had in his
arsenal an original camera constructed by Austrian optician
Peter Wilhelm Friedrich Ritter von Voigtlinder (with the famous
Petzval portraitlens), which is evidenced by his two surviving self-
portraits (Cat. Nos. 2—3) with distinctly rounded edges. Today these
daguerreotypes are the only plates held in Russian collections that
help us in understanding and appreciating of this one of the most
important and most interesting inventions at the earliest stages
of photography.

In addition to his own experiments with the daguerreotype,
Bobrinsky with great interest followed the activities of his
colleagues, mainly professional daguerreotypists, whose studios
he frequented as a customer. His family archive, besides his own
works, held outstanding specimens of portraiture daguerreotyping
made in the oldest St. Petersburg studios of Henri Fauconnier and
Alfred Davignon (Cat. No. 30), and Joseph Weninger (Cat. Nos
5—7). While the French daguerreotypists are represented in the
Hermitage’s collection by only one plate, there are eleven works
on silver-clad plates made by the Austrian (Cat. Nos. 5—15).
All of them were made during his professional activities in the
Russian capital. The earliest pictures — complementary portraits
of brothers Vladimir and Alexander Bobrinsky — were taken in
his studio at 37 Bolshaya Morksaya Street in 1845 (Cat. Nos. 5-6).
No less interesting are the works made during the “golden” years
of his sojourn in Russia. They let us fully appreciate his skills as a
daguerreotypist. Among them are a portrait of a young man (Cat. No.
10) from the Counts Stroganov collection, portrait of the Apraksin
couple (Cat. No. 8) and a double portrait (Cat. No. 11) from the
Princes Yusupov collection. They present Weninger as a mature
skillful professional, whose level of expertise allows him to leave
perfect, in their cleanness and accuracy, images on the thoroughly
polished coruscating silver surface. Moreover, they score quite
high on the artistic scale, showing great compositional techniques,
variability and depth of the tonal solution, and featuring an original
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housing, which certainly plays not the least part in our perception
of the whole package. The photographer used paper passé-partouts
whose design he probably developed himself.

And here we cannot but mention the works of St. Petersburg
photographers of German descent, Wilhelm Carl and Friedrich
Wilhelm Zwerner (Cat. Nos. 31—33). They are distinguished by
relative simplicity of composition and austerity in the studio’s
interior design, characteristic of this early period (quite often,
working on portraiture, photographers used neutral or “invisible”
background, sometimes adding some drapery). Studying the
works of Henri Fauconnier, Alfred Davignon, Joseph Weninger
and the Zwerner brothers, as well as the artistic legacy of still
unidentified operators of the 184.0s, in the Hermitage’s collection,
we significantly widen our understanding of the state and trends in
the daguerreotype art in Russia in that period.

The 18505’ part of the collection is just as interesting and
diverse as the '40s. It also comprises plates made by well-known
daguerreotypists and plates made by those operators who still wait
to be identified. From the artistic point of view, the best specimens
(Cat. Nos. 17—27) came from the studio of the famous Russian
photographer Sergey Levitsky (1819—1898). The group portrait with
Prince Nikolai Yusupov (Cat. No. 17) is considered to be his earliest
workin the collection. It was made sometime in the first year of his
Russian professional career and is distinguished from other plates
inthe collection not so much by the level of its technical execution
as by the boldness of the group composition, which attests to the
bright, original talent of its maker, with years of experience in the
trade. It also supportsthe words of Levitsky’s contemporaries who
claimed that “all the drawings coming out of his studio are not just
lifeless copies of nature, made by means of a machine, but they
are pictures, as if sketched by a skillful artist. The placement of
a model in the picture, the positioning of groups, comprised of
several people, the lighting of the drawing, the arrangement of
furniture articles, and finally, the smallest accessories —all of these,
we repeat, artistically alive.”2 The portrait of Grand Dukes (Cat. No.
22), a specimen from a later period in Levitsky’s daguerreotyping
career, is also very interesting. Although the image is damaged
(the original cover glass was broken long time ago), just a quick
glance at the picture will be enough to realize that we are looking
at a piece of great artistic level. The simplicity and clearness of the
group design are underscored by some barely visible details that
impregnate the shot with a very special emotional touch and give
us that perception of vitality, the hallmark of all Levitsky’s works.
Classical examples of his later daguerreotypes are the portraits of
Maria Pashkova and her three daughters (Cat. Nos. 24—25), made
in the end of the daguerreotype era. They demonstrate the entire
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spectrum of technical and artistic capabilities of the process. The
pictures’ compositions are precise to the T, the surfaces are very
delicately illuminated, bringing out minuscule tonal transitions,
amplified by the glitter of ideally polished silver. By their artistic
merits, they are on par with the best Levitsky’s daguerreotypes held
in other collections and can serve as invaluable testimonies of this
outstanding phenomenon in our cultural history.

The plates in the collection made by foreigners deserve our
special attention. Let us look again at the daguerreotypes from
Dmitri Tatishchev’s collection (Cat. Nos. 78—86). The unusual
theme, excellent technical execution of each of the nine surviving
plates, their indubious provenance, allow us to put them among the
most outstanding works of early photography. They were taken by a
Western European photographer in 184.2—44, on whole plates, rarely
used by daguerreotypists in their everyday business. This fact alone
makes whole-plate daguerreotypes rarities in museum collections
and objects of immense interest to researchers. Especially the plates
in “mint” condition, which is the case with the Hermitage’s Knight
Series. Their condition allows the beholder to fully appreciate the
exceptional skills of the daguerreotypist who undertook such an
unusual project. Unfortunately, today he still remains unknown
to us, as well as his customer who commissioned this unique
photoshoot. The only thing that is clear is the fact that their bold
experiment was a total success. And we are presented with an
opportunity to draw a better picture of the level of the daguerreotype
development at the time.

The portrait of Count Vladimir Bobrinsky (Cat. No. 48), made
in Paris in 1844 by an unknown French operator, is also of high
quality and preserved in great condition.

The only daguerreotype in the current collection hailing from
America was made by Marcus Aurelius Root, a great proponent
of “artistic” approach to daguerreotyping, who was active in the
184.0s—50s mainly in Philadelphia and New York (Cat. No. 29). This
is an excellent reproduction of the oil portrait of Eugenie Dashkova,
wife of the Russian ambassador to the United States Andrey
Dashkov, by Gilbert Stuart. The reproduction is a vivid illustration
of the intrinsic interconnection between painting and photography.
Thanks to a fortunate turn of events, the original painting and the
daguerreotype taken after it, after decades of a vicissitudinous
journey, finally became exhibits at the State Hermitage Museum.

The latest plates in the collection are the stereo daguerreotypes
made by Baden photographers, brothers Heinrich and Wilhelm
Schneider (the T. Schneider and Sons studio). They arrived in
Russia in May 1861 and were professionally active through August
1862, fulfilling various orders in Moscow and St. Petersburg.
Their works came to the Hermitage from different sources: four

plates, for instance, captured numerous members of the family
of St. Petersburg First-Guild merchant and honorary citizen Carl
Christian Holm (Cat. Nos. 36—39). There is also a group portrait
of one of the most affluent and powerful families in the Russian
Empire, the Counts Stroganov, who chose to pose at a summer house
onthe Black River (Cat. No. 35), aswell as an interior view (ahall) in
the Mikhailovka Manor, owned by Grand Duke Mikhail Nikolaevich
who, by the way, trusted the German operators not only with the
interiors of his country estate but also with his opulent palace at
St. Petersburg (Cat. No. 34.).

Itisimportantto point outin here thatthe Hermitage’s collection,
besides the fact that it features many top-rate daguerreotypes
made by well-known, as well as unknown, Russian and foreign
practitioners, spans a significant period of time and covers many
photo genres. Daguerreotypes with views and house interiors,
for one, are very rare in museum collections. But a few of such
daguerreotype are among our holdings (Cat. Nos. 34,, 87-88). The
names of their makers are, unfortunately, unknown, but this by no
means reduces their value as historical monuments. They attest to
the full gamut of interests of the photographers of the 184.0s—50s.

Portraits, however, prevail in the Hermitage’s collection. It
will be very difficult to overestimate their iconographic value.
These are the plates from the private collections of the Counts
Bobrinsky, Stroganov, Sheremetev and Shuvalov; the Princes
Yusupov and Viazemsky; from the collections of the Mukhanovs,
the Pashkovs, the Khrushchovs, and others. The greatest imaginable
cultural value can be assigned to the daguerreotype that came from
the Rozhdestveno estate, whose last owner was Elena Nabokova
(née Rukavishnikova, 1876—1939), mother of the author Vladimir
Nabokov. The portrait (Cat. No. 65) from his family’s archive
depicts his great-grandmother Elena Rukavishnikova with her
young sons: Ivan, future industrialist and renowned collector and
the writer’s grandfather; and Nikolay, future pillar of pedagogy
and philanthropy.

The material from the Romanovs’ portrait gallery is merely
priceless: a profile shot of the Grand Duchess Maria Nikolaevna,
Duchess of Leuchtenberg (Cat. No. 60), the already mentioned
group portrait of the Grand Dukes Nikolai Nikolaevich, Mikhail
Nikolaevich and Konstantin Nikolaevich (Cat. No. 22), as well as a
portrait of Konstantin Nikolaevich taken earlier, during one of his
travels abroad (Cat. No. 57). Copies of graphic and oil paintings,
whose origin is still to be discovered, are also a valuable part of
the collection (Cat. Nos. 1516, 18, 23, 27, 29, 42—43, 50—51, 53,
59, 61—62, 64, 67, 71, 89). The fact that they can serve as axillary
material for illustrating the development of visual art substantially
increases their iconographic value.
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From the researchers’ point of view, packaging is not the least
interesting component of the daguerreotypes in the Hermitage’s
collection. Most of them still preserve their historical housing.
There was a great variability in daguerreotype housing in the 184.0s.
Professional photographers cased their works in paper passé-
partouts, mainly light-colored, with octagonal or rectangular
windows, characteristic of portraiture miniatures. They adorned
them with decorative embossed paper-strip or ink-ruled borders
around windows. Later on, standardized passé-partouts with
decorative prints came to the market; it was common practice
among professional daguerreotypists to glue a decorative paper-
strip border to the package perimeter. Some specimens, however,
are more sophisticated than others. As, for instance, the portrait
of Alexey Bobrinsky, mounted in light-brown leather with a gilt-
stamped pattern (Cat. No. 30). The backing could also be very
curious. Earlier daguerreotypes, for one, are usually covered
with thin rolling paper which reveals the shape of the plate and
some packaging details. It is quite common with amateur works.
Professionals, however, were much more thorough in this
component of their trade and usually used cardboard (often several
layers) or/and imitation leather for backing.

The next step in the evolution of daguerreotype packaging could
be found in the complementary portraits of Alexey and Vladimir
Bobrinsky by Joseph Weninger and portrait of Felix Elston, made
by the Zwerner brothers (Cat. Nos. 5—6, 31). The plates are mounted
in glass passé-partouts painted black on inside. In other details,
however, this type of housing does not vary significantly from the
tradition formed at the time: the octagonal imitated mat window
has a gilt paper-strip border. Gilt-ruled borders painted on inside
came in a little later. The style of housing changed with time. Most
popular were black passé-partouts (mainly glass), with rectangular
or oval mat windows, mounted over inner gilt-edged cardboard
passé-partouts. This type of packaging was the most widespread in
Russia and used until the very end of the era of the daguerreotype.
One could come across such a package in almost every museum
collection in Russia. The State Hermitage Museum’s collection of
daguerreotypes is no exception.

A general picture of the decorative daguerreotype housing could
be completed by the foreign-made daguerreotypes in the collection.
Theyused brass or cardboard mats, smooth or decorated with floral
patterns (Cat. Nos. 34—39, 57, 76, 88). The French-made passé-
partout with an intricate pattern imitating tortoiseshell seems to be
the poshest one (Cat. No. 18). Besides, these “cased photographs”
were usually placed in leather or velvet (or rather leather/velvet
over wood/cardboard) cases. There were daguerreotypes stylized
as brooches, lockets or pendants. Traditional picture frames were
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