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OF HAGA PALACE

Summary: The article considers the architecture of Swed-
ish classicism on the example of the history of the project
creation of the Haga Palace near Stockholm, the most gran-
diose Palladian ensemble of the 18th century in Sweden.
The description of the project’s specific features is made
against the background of an analysis of the general his-
torical and cultural background of the era. The role and
influence of the personality of the customer and practical
co-author of the palace project, King Gustav lll, an enlight-
ened Voltairian monarch, is revealed in particular detail. The
characteristic features of the Swedish line of the Palladian
movement and their manifestation in the Haga ensemble
are analysed. The definition of the national style of Gus-
tavian classicism, the actual synonym of the Palladian style
in Sweden, is given, and, at the same time, its differences
from other branches of the development of Palladianism
are highlighted. The article tells in detail about the stages
of creating the Grand Palace project. The chronology of

Sweden has always been historically and geo-
graphically connected with Russia; however, the
art of this country is less consecrated in Russian
science than the art of other European countries.
In the article, the author seeks to tell about the
history of the development of the probably most
grandiose project of the Swedish Palladian style
of the late 18th century — the Haga Grand Pal-
ace. A detailed study of this topic is rarely found
in scientific research; it is practically not presented
in available sources. Mostly, it is written scarece-
ly about the Haga Grand Palace, more as a prece-
dent within the framework of the Gustavian style.
This is due to the fact that the complex was never
built. Thus, for example, in the article “Develop-
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the work on the project of various architects, in particu-
lar O.S.Tempelman and L.J. Desprez, their contribution to
the planning solution of the ensemble, the development
of the facade and the specifics of interior decoration are
described. In addition, the experience of creating an Eng-
lish landscape park in the royal estate of Haga, designed
by court gardener F. M. Piper, is shown. The connections
between the architectural style of the project and French
classicism and neoclassicism are revealed. Analogies with
A.Palladio’s project of the Doge’s Palace in Venice and the
ideas of the late Renaissance are drawn. Similar features of
the megalithic scope of the Haga Palace complex and the
project of the ensemble of the Grand Kremlin Palace by
V.Bazhenov are pointed out. An assessment of the practi-
cal significance of this colossal construction project for the
development of architecture in Sweden is given.

Keywords: classicism, Palladianism, palace, architec-
ture, Sweden.

ment of Architecture in Sweden During the Reign
of Gustav 11" by D. Bogdanova and A. Kaptikov,
examples of architectural and construction initi-
atives of 1770-1790 are considered; in particu-
lar, the project of the Grand Haga Palace is briefly
mentioned. In H. Groth's book Neoclassicism in the
North: Swedish Furniture and Interiors, 1770-1850,
attention is paid not so much to the design of the
palace but to the development of all neoclassicism
in Sweden. At the same time, it was the project of
the Grand Palace that became the quintessence of
the cultural and social transformations of the era;
it significantly influenced the formation of all late
classicism in the architecture of Sweden and was
an unconditional historical precedent.

Ill 1. The Haga Palace. Facade of the First Project

The most important stage of the cultural upsurge
in Sweden is associated with the reign of King Gus-
tav Ill (1746-1792, reigned 1771-1792). The king was
“the greatest patron of the arts in Swedish history”’,
a great connoisseur of the theater, in particular op-
era. In history, this monarch remained an enlightened

1. Groth, H. 1999. Neoclassicism in the North: Swedish furniture
and interiors, 1770-1850. London, p. 39

despot, a passionate theatergoer; he organised an
academy of sciences and arts in Sweden, carried out
various reforms, legalised Judaism in the country and
allowed open Catholicism, practically abolished the
death penalty. The personal activity of the king, pas-
sion for various types of art, literally stimulated the ac-
tive development of art, architecture and literature of
this period. A specific character was also inherent in

Ill. 2. Design for the Grand Palace at Haga. Side elevation and section
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the internal policy of the king, who at a certain stage,
severely limited the power of the aristocracy, which
had previously influenced the Swedish monarchy. The
accession to the throne of Gustav lll, the restoration,
even if only for two decades, of the absolute monarchy
was accompanied by a revival of construction activity
in the country. In his architectural projects, the king
sought to create an image of a new Swedish monar-
chy similarly to the French example. It is worth men-
tioning that the first building of the opera house ? was
built in Stockholm in 1775-1782 according to the roy-
al order, based on the project of architect K. F. Adel-
crantz (1716-1796). In 1783-1784, the king made a
long tour of Italy, from where he returned as a sup-
porter of Palladianism in architecture. It was during
the reign of Gustav Il that the eponymous style of
Gustavian classicism was formed, which, in essence,
is a national version of Palladian architecture with an
admixture of Empire and neoclassicism techniques.

2. The architecture of this building has features of the Palladian
style and expresses Swedish classicism with French influence;
thus, in the interior of the foyer, the technique of filling the
space between the columns with mirrors with chandeliers
fixed to them is used by analogy with the earlier and very
fashionable at that time interior of the Bourbon Palace in
Paris.
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Ill. 3. The drawings for the large castle at Haga outside Stockholm

The project of the grandiose country ensemble of
the Haga Grand Palace was conceived by King Gus-
tav lll in 1786 3. The palace, according to the original
project, was supposed to be located in the suburbs of
Stockholm and connected along a straight axis with
the large royal palace in the city (they were separated
by a distance of five kilometers), which suggests an
analogy with the project of the Versailles ensemble
by André Le Nétre (1613-1700) connected to the cen-
tre of Paris by a direct avenue *. The first project was
created by architect O.S. Tempelman (1745-1816) °

3. The laying of the first stone for the palace construction took
place under the singing of K. L. Bellman, the opera tenor,
beloved by the king.

4. In addition, it is worth saying that Gustav Ill was the first
Swedish monarch who introduced the strict Versailles
ceremonial at court. For example, he practiced the ceremony
of solemn dressing in the presence of the court and solemn
exits.

5. 0O.S.Tempelman began his career as a builder and engineer;
he eventually began to create independent architectural
projects. In 1779, he became a professor at the Swedish
Academy of Arts. In this position, he visited Italy, France
and Germany, studying mainly the architectural examples of
European Palladianism. He is considered to be an important
architect of Gustavian classicism. He is the author of a number
of projects of Palladian manor complexes, in particular,
Hellekis (1791) in Vasterg6tland is the best preserved of
them.

S

Ill. 4. Haga north of Stockholm and the large castle planned in the 1790s

in 1787 and was relatively small, actually reproducing
the archetypal design solutions of the Villa Rotunda
(1565) by A. Palladio on an enlarged scale. After the
king's personal intervention in the project in 1787,
L.J. Desprez (1743-1804) ¢ was appointed to the posi-
tion of the chief architect of the huge palace ensem-
ble. In the joint project of the king and Desprez, the
plan was significantly expanded; side wings, which
were supposed to house a theater, ballrooms, an art
museum and a gallery of ancient sculpture from the
monarch'’s collection appeared. In one of the seg-
ments of the left wing, extensive apartments were
provided for the residence of the courtiers. Having
conceived the palace, including its extensive muse-
um functions, the king probably sought to give it the
character of cold representativeness and splendour,
which was facilitated by the size of the building. In
the latest edition of the project, the facades were
surrounded by seventy-two Corinthian columns of

6. L.J.Desprez, a French artist and architect, studied in Paris
in the workshop of J. F. Blondel; afterwards, he continued
his education at the French Academy in Rome. He came to
Stockholm at the invitation of Gustav Ill, whom he met in
Rome. The king invited Desprez to create the scenery in the
opera house, in the development of which he personally
took an active part. In the future, the architect was involved
in large-scale construction projects.

a giant order; the impression of solemnity was en-
hanced by the length of the main facade (176 me-
ters along the long axis). Perhaps it is appropriate in
this case to suggest that Desprez was familiar with
the project of rebuilding the Doge's Palace in Venice
by Palladio (1575-1577), in which for the first time in
architecture in northern Italy, a giant order was used
as a formative representative beginning’. The design
of the palace interior decoration is distinguished by
special splendour of the neoclassical style; neo-an-
tique motifs are used in decorative ornaments and
stucco moldings. The project was created by Desprez
in collaboration with the chief court interior design-
er of Gustav I, decorator L. A. Morellier (1748-1810).
The most ceremonial interior of the palace was the
central round hall of the rotunda, surrounded by a
colonnade along the perimeter and covered with a
coffered dome.

By the 1790s, the foundation of the palace was al-
most completed. There is evidence that Russian pris-
oners of war were involved in the work on the project
since at that moment there was a war between Swe-

7. Tsvetkova P.O. 2020. “Architectural Transformations of the
Doge’s Palace in Venice in the 9t-16%" Centuries”, Decorative
arts and object-spatial environment: Vestnik MGHPA, no. 4,
part 1, pp. 85-97.
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den and the Russian Empire & Work on the palace
complex was completely stopped after the assassi-
nation of Gustav Ill in 1792°.

The palace was to be surrounded by a huge land-
scape park in the English style. The project of the park
was created by the chief architect of the royal gar-
dens and parks under Gustav lll, F. M. Piper (1746-
1824). It is in the park that small architectural forms,
erected in parallel with the construction of the Grand
Palace, have been preserved. Only the ruins of the
basement remained from the gigantic ensemble it-
self. Part of the building materials were reused for the
small Drottningens castle (Haga), located in the park
planned for the original design of the Grand Palace.

If the Great Royal Palace in Haga had been realised,
it would have probably been the most pretentious rem-
iniscence of the architectural ideas of Palladio in the
18th century. The grandiose scope of the building, the
utopia of the project, bring it closer to the design her-
itage of the revolutionary classicism of N.Ledoux and

the French “school of megalomaniacs”, and allow us
to draw parallels with the project of the Grand Kremlin
Palace by V.Bazhenov. In fact, Swedish Gustavian clas-
sicism, with its radical adherence to the ideas of Pal-
ladio, is chronologically and stylistically consonant with
Russian classicism of the time of Catherine I.
Although the project was never implemented, the
architectural solutions of the palace, created during
the design period, played a big role in the develop-
ment of Gustavian classicism, educating a whole gen-
eration of talented architects. The student of Desprez,
architect C. C. Gjorwell (1731-1811), helped to final-
ise the design of the Grand Haga Palace, and later
continued to develop the Palladian principles of pal-
ace architecture in his own projects of Swedish man-
or houses. Thus, we can say that the project of the
Grand Palace played a huge role in the formation of
late Swedish classicism in architecture, in fact, be-
coming a symbol of the country's cultural rise and a
certain change in the social background of the era.
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NAJITAANAHCKAA APXUTEKTYPHAA
YTOIMNA ABOPLIA XATA

AHHOMayus: B ctatbe paccMaTpuBaeTcsa apxuTekTypa
LUIBEACKOro KaaccuumsMa Ha npumepe UCTopun co3aHuna
npoekTa AopLia Xara nog CTOKroJbMOM, CaMOrO rpaHAMo3-
HOro masnaavaHckoro aHcamb6as Leeumn XVII Beka. Onuca-
HWe cneLmdryeckmx 0cObeHHOCTe NpoeKTa NPON3BOANTCA
Ha ¢pOoHe aHanM3a obLLLEro UCTOPUYECKOTO U KYNbTYpHO-
ro ¢oHa anoxu. OcobeHHO NOAPOBHO pacKpbiBaeTcs Pob
1 BANAHWE IMYHOCTM 3aKa34umMKa 1 MPaKTU4eckoro coasTopa
npoekTa ABopLa— kopons lycrasa Il Agonbda, NpocBeLLE-
HOro MoHapxa-BoJ/ibTepraHua. BbisBaaroTca xapakTepHble
YepTbl LWBEACKOW JIMHUW NaNNajnaHCcKkoro ABUXKEHNS 1 UX
nposiBaeHne B aHcambne Xara. [laétca onpegeneHve Ha-
umoHanbHoro ctuasa lNyctaBnaHckoro kaaccuumsma, dak-
TUYECKOro CMHOHMMa nannagmaHckoro ctuna B LLsewun,
N O4HOBPEMEHHO BbIAENAITCA ero OTAMUMA OT APYIuX BET-
Be pa3BuTUsA NasnagmaHcTea. MNoapobHo pacckasbiBaeTca
06 3Tanax co3gaHus npoekTa boabLoro ABopua. Onuck-
BaeTCA XPOHOA0rna paboTbl Haj MPOEKTOM PasHbIX apXu-

LLIseums nctopmyeckm n reorpadmyeckum Bceraa bbina
cBsA3aHa ¢ Poccuel, HO MCKYCCTBO 3TOM CTPaHbl MEHbLLIE
OCBELLEHO B OTEUYECTBEHHOW HayKe, YeM UCKYCCTBO
APYr1x eBpPOMNenckmx cTpaH. B gaHHONM cTaTbe aBTOp
CTPEMUTCS pacckazaTb 06 NCTOpUK, BEPOSTHO, CAMOro
rPaHAMO3HOro NpoekTa LWBeACKOro naanaiMaHckoro
ctmna koHua XVIIlI Beka — bonbworo gsopua Xara.
Pa3BépHyTOE obpalleHre K 3TO TeMe PeAKO MOXKHO
BCTPETUTb B Hay4YHbIX NCCIEA0BaHNAX, OHa MPaKTUYecku
He npejcTaBieHa B AOCTYMHbIX MCTOYHMKAX.
[MpenmyLiecTeeHHO 0 bosbLlLOM AgBOpLEe Xara nuLyT
BCKOJ1b3b, KaK O npeLieseHTe B pamkax l'ycraBnaHckoro
ctmnns. CBA3aHO 3TO € TEM, YTO KOMMEKC Tak U He Hbin
nocTpoeH. Tak, Hanpumep, B ctaTbe . B. borgaHoBow

TekTOpOB, B YacTHocTn O.C. Temnenbmara v XK. J1. [lenpe,
WX BKNaZ B MIaHUPOBOYHOE peLleHne aHcaMbns, pa3Bu-
e pacaga v cneundurky oTAeNKN NHTepbepoB. B gonon-
HeHWe OnucaH OonbIT CO3AaHWs aHTIMNCKOrO Mer3aXKHOro
napka B KOPOJIEBCKOM UMEHWK Xara, No NpoekTy NpuaBop-
Horo cagoBHuka . M. Malinepa. BoisBastoTcs nytv nepe-
CeYEHMA apXUTEKTYPHOrO CTMAA NpoekTa ¢ GpaHLy3CKMM
KJ1acCcMLUM3MOM U Heoknaccuumsmom. lNposoaatca aHano-
rmm ¢ npoekTom JBopua [oxer B BeHeuun A.MNannagno
n naesammn nosgHero BospoxxaeHuns. YkasbiBaeTca Ha CXo-
Xre yepTbl MerasnTMyeckoro pasMaxa Komnaekca gsopua
Xara v npoekTa aHcambs bosbLioro Kpemnésckoro gsopua
B. . baxxeHoBa. [laéTca OLleHKa NpakTUYecKoro 3HavyeHuns
ANA pa3BUTUA apxmuTekTypsl LLIBeLmm 3Toro KonoccanbHoO-
ro CTPOUTE/NIbHOrO MpoeKTa.

Knroyesble cnosa: knaccuyusm, nannaduaHcmao, 08o-
pey, apxumekmypa, LLigeyus.

n A.FO.KantrkoBa «Pa3sutne apxutektypsbl LLiseummn
B nepwvog npasneHus lNycrasa llI» paccmatpuBaroTcs
NpUMepbl apXUTEKTYPHO-CTPOUTENbHBIX MHULNATUB
1770-1790 roaoB, B 4aCTHOCTW, KPATKO YNOMUHAETCA
0 npoekTe boabworo geopua Xara. B kHure X.['poTta
«Neoclassicism in the North: Swedish furniture and in-
tereiors, 1770-1850» BHMMaHWe yAeNeHO He CTONbKO
CaMOMy NPOEKTY ABOPLA, CKONbKO Pa3BUTUIO BCETO
Heokaccvumama B LLiBeumn. B To xe Bpems MMeHHO
npoekT bonblioro ABopLa cTan KBUHTICCEHLMEN
KYNbTYPHbIX 1 COLMaNbHbIX NPeobpa3oBaHmiA 3MoxXu,
CyLL,eCTBEHHO MOB/AMAN Ha CIOXKEHWE BCEro MNO3A4HEro
Knaccuumsma B apxuTtekType LBeuwnun n asuaca
6e3yC/I0BHBIM UCTOPUYECKMM MPELLeSEHTOM.
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BaXxHelwW MmN 3Tan KyAbTypHOTro NoAgbéma
B LLIBeuun cBA3aH ¢ npaBneHnem kopons lNyctasa |l
(1746-1792, roabl npasneHua 1771-1792). Koponb
6blN1 «CaMbIM 60/IbLIMM NOKPOBUTENEM UCKYCCTB
B LUBEACKOM UCTOPUM» ', BONBLIUM LeHUTENEM
TeaTpa, B YaCTHOCTW, onepsbl. B uctopum 3ToT MOHapx
OCTa/Cs NPOCBELLEHHBIM AeCMOTOM, — CTPACTHbIN
TeaTpas, OH OPraHN30Bas akaeMUIo HayK 1 UCKYCCTB
B LLIBeuym, npoBén paznnyHble pedhopMbl, Aeraamsosan
Ha TeppuUTOpPUKN CTpaHbl Nygan3Mm 1 paspelimn
OTKPbITO NCMOBEAOBAaTb KaTOMYECTBO, MPaKTNUeCKM
OTMEHWUA CMEPTHYH Ka3Hb. JINUHasA akKTUBHOCTb
KOPOJIfi, CTPacTHaa yBJeUYEHHOCTb Pa3HbIMU BUAAMM
nckycctesa 6ykBanbHO CTUMyAMpPOBasa akTUBHOeE
pa3BWTUE NUCKYCCTBA, apXMUTEKTYPbI U IMTepaTypbl 3TOTO
nepuoga. Cneunduruecknin xapaktep 6611 npucyLy,
W BHYTPEHHEN NOAUTMKE KOPOS, Ha ONpPeaenéHHOM
3Tane XECTKO OrpaHVYMBLLErO BAACTb apUCTOKPaTUK,
KOTOpas paHee BAMANA Ha LUBEACKYHO MOHapPXMIO.
Bctynnenuve Ha npecton lNycrasa lll, BocctaHOBAEHWME,
nycTb BCEro Ha ABa AecATnnetvs, abcontoTHOM
MOHapXWM COMPOBOXAAANCH OXMWBAEHUNEM
CTPOUTENBHON fesTeNbHOCTM B cTpaHe. CaM Koposb
B CBOWX apXMTEKTYPHbIX MPOEKTaX CTPEMUACA CO34aTb
06pa3 HOBOW WBEACKON MOHapPXMKN NO aHanornm
¢ dpaHuy3ckmm npumMmepoM. CTOUT YNOMAHYTb, UTO
no koposeBckomy npukasy B CTokrosibMe 6bis10
MOCTPOEHO NepBOe 3zaHKe onepHoro Teatpa? B 1775-
1782 rogax no npoekty apxutektopa K. ®. AgenbkpaHLa
(1716-1796). B 1783-1784 rogax KOpob COBEPLUNA
ANviTeNbHOE TypHe no MTanuun, oTkyja BepHyCs
CTOPOHHWKOM NajafajnaHcTBa B apXuUTeKType.
ViMeHHo B 3noxy npasneHua lyctasa lll cknagbisaeTca
OAHOVMEHHBIN CTWU/b [yCTaBNaHCKOro KaaccuLmama,
MO CYTWU CBOEW ABASOLLMIACS HaLlMOHaNbHOM BepCuei
nannaZvaHcKom apxmTekTypbl C MPUMECbIO NPUEMOB
aMnunpa 1 HeoknaccuLm3ma.

MpoeKT rpaHAMO3HOro 3aropoAHOro aHcambas
Bonbworo aBopua Xara 6bla 3agyMaH KOPOAEMm
l'ycrasom Il Agonedom B 1786 rogy 3. iBopel, no
N3HaYaNbHOMY NPOEKTY JOJKeH Obl HaxoAnTbCA
B npuropoge CTOKrosbmMa 1 no nNpsMon ocwu

1. Groth H. Neoclassicism in the North: Swedish furniture and
interiors, 1770-1850. London, 1999. p. 39.

2. ApxuTekTypa 3TOro 3aaHus obnagaer ueptamv nannagmaq-
CKOTO CTUAA W BblpaXkaeT LWBEACKUI KNaccuLm3m ¢ npumve-
Cbto PpaHLy3CKOro BAMAHUSA, Tak, B UHTepbepe dolie Ncnonb-
30BaH NPWEM 3arnoIHEHNsA NPOCTPaHCTBa MeXY KONOHHa-
MW 3epKanamMm C 3aKpenaEHHbIMU Ha HUX KaHaensbpamu no
aHanoruu c bonee paHHUM U O4eHb MOAHBIM Ha TOT MOMEHT
nHTEpbepOM ABopLla bypboHos B Mapwuxe.

3. 3aksiagka nepBOro KaMHsa Ha CTpouUTeNbCTBE ABOpPLA NpPo-
n3oLLa Nnog neHve atobrMMoro KOposiéM onepHoOro TeHopa
K. /1. BennmaHna.
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COeANHATLCA C BONbLUNMM KOPOJAEBCKUM ABOPLIOM
B CaMOM ropoge (Mx pasgenano paccrtosiHue
B NATb KWJOMETPOB), YTO NMO3BOAAET BbICKa3aTb
npeanonoxeHne o6 aHanorMm ¢ NPOEKTOM
Bepcanbckoro aHcambaa A. JleHoTpa (1613-1700),
COEeAMHEHHOrO C LeHTpoM [Mapuxa Takxke NpamMbiM
npocnektoM “. MepBbI NpoeKkT 6bIN co3gaH
apxutektopoMm O.C. TemnenbMaHoM (1745-1816) °
B 1787 roay n 6bln OTHOCKMTENBHO HEBONBLLIMM,
daKkTMyeckn BOCNPOU3BOANBLLMM B YBEJINUYEHHOM
MacwTabe apxeTmnuueckme NpoekTHble peLleHns
BuAnbl PotoHaa (1565) A.Mannaano. MNMocne anyHoro
BMeLLaTebCTBa B NpoekT kopoas B 1787 roay Ha
AOJIKHOCTb T1aBHOTO apXMTeKTopa OrPOMHOrOo
ABOPLIOBOro aHcambs 6bi1 HasHaueH X. J1. Jenpe
(1743-1804) ©. B pakTMueckm COBMECTHOM NpoeKkTe
kopons n X.J1. Jenpe nnaH Obia CyLW,eCTBEHHO
paclmnpeH, BO3HUKAM HBOKOBbIE KPbl/bs, B KOTOPbIX
npeAnoaaranocb pa3MecTuTb TeaTp, banbHble 3abl,
XYAOXXECTBEHHbIN My3€el 1 raiepeto aHTUUYHOM
CKYNbMTYPbl U3 KOANEKLMN MOHapxa. B ogHom n3
CErMeHTOB N€BOrO Kpblfa Hblan NpesycMoTpeHbI
O6WMPHbIE anapTaMeHTbl AN MPOXUBAHWNA
npuABOPHbLIX. 3agyMaB ABOpeL, B TOM 4yucae
C pa3BePHYTbIMU My3eNHbIMU GYHKLMAMM, KOPOb,
BEPOATHO, CTPEMUACA NpuUAaTb eMy xapaktep
XO/NIOAHOWN penpe3eHTaTUBHOCTU U NapajHoOCTH,
yeMy cnocobcTBOBaJ pasMep COOPYXeHus.
B nocneaHel pegakumm npoekta dacasbl OKpPY>KatoT
CEMbJAECAT fiBe KOPUHGDCKME KONOHHbI TMraHTCKOro
opAepa, BrnevatieHe TOPXXeCTBEHHOCTUN ycuanBaeT
NPOTAXEHHOCTb rnaBHoro dacaga (176 metpos

4. B gonosiHeHWe cTouT ckasatb, uto lyctas Il 6bin nepBbIM
LIBEACKMM MOHAPXOM, KOTOPbIA BBE/ MPU ABOPE CTPOrni
BEPCaNbCKUI LiepeMOoHMas, Tak, Hanpumep, OH NPaKTUKO-
BaJl LLlePEMOHUIO TOP>KECTBEHHOIO OAe€BaHWsA B MPUCYTCTBUN
ZBOpa 1 TOP>XXECTBEHHOTO BbIXOAA.

5. O.C.TemnenbmaH HauMHan CBOKO Kapbepy Kak CTpouTesb
N NHXeHep, CO BpeMeHeM CTan Co3jaBaTb CaMOCTOATE b-
Hble apxuTeKTypHble npoekTbl. B 1779 roay ctan npodec-
copom Akazemun xygoxects LLiBeuuun. B 3ol goaxHoOCTH
nocetun Vitanuto, PpaHumio n lepmaHmnto, nsyyas npenmy-
LLeCTBEHHO apXUTeKTypHble NprMepbl eBPOMerckoro nan-
naamnaHctea. CunTaeTcs BaXKHbIM 3044MM [ycTaBUaHCKOro
knaccmumsma. fiBnsetca aBTOpoM paja NpoekToB nannajm-
QHCKMNX yCafebHbIX KOMMIEKCOB, B YaCTHOCTW, Hanbosee xo-
POLLO COXpaHUBLUMIACA 13 HUX Xeanekuc (1791) B Bectep-
rétnaHae.

6. XK. [enpe—dpaHLy3cKnii Xyf0XKHUK Y apXUTEKTOP, yumI-
ca B Mapwxe B MacTepckoit XK.-®. broHaens, 3atem npo-
JOMKUA 0bpa3oBaHve BO PpaHLy3ckon akagemun B Pume.
B Crokronbm npuexan no npuraaweHuto lNycrasa lll, ¢ ko-
TOPbIM OHW No3HaKoMuance B Pume. Koponb npurnacun
X.J1. Jenpe ana co3paHuns fekopaLiMin B ONepHOM TeaTpe,
B pa3paboTke KOTOPbIX OH JINYHO NMPUHMMaN aKTUBHOE yya-
CThe. B ganbHeiwem apxmuTekTop 6bin NpUBAEYEH K Mac-
WTabHbIM CTPOUTE/IbHBIM NPOEKTaM.

no A/IMHHON OcK). BO3MOXHO, yMeCTHO B AaHHOM
cy4ae BbicKasaTb npegnonoxerue, uto XK. J1. enpe
OblN1 3HAaKOM C MPOEKTOM nepecTporiku Aeopua
Jdoxen B BeHeuunn A.Mannagno (1575-1577),
B KOTOPOM BMepBble B apxXuUTeKType BaacTu ceBepa
NTtanum 6bin ynoTpebnéH ruraHTckuii opaep Kak
dbopmMoobpasytoLLiee penpe3eHTaTMBHOE Hayano ’.
lMpoeKT OTAENKM MHTEPLEPOB ABOpPLIA OTAMYaeT ocobas
MbILUHOCTb HEOKIACCUYECKOTO CTUASA, UCMOb3YHOTCA
HEeOaHTUYHble MOTMBbI B EKOPATUBHOM OpPHaMeHTe
W CTyKKOBOW nienHuHe. MpoekT co3gasanca X J1. lenpe
B COTPYAHWUYECTBE C FNaBHbIM NMPUABOPHBIM
opopmuTenem nHTepbepos lyctasa lll gekopatopom
J1. A. Mopenbe (1748-1810). CambiM napasHbIM
MHTEPbEePOM ABOpLIa bl LIEHTPabHbIN KPYT/bliA 381 —
POTOHAA, OKPY>XXEHHBIN MO NEPUMETPY KOJAOHHAA0M
W NepPEKPbITbI KECCOHMPOBAHHBIM KYMOJIOM.

K 1790-m rogam 6bin pakTMyeckn CaoxeH
byHAaMeHT ABOpLA, COXPaHUANCH CBeAEHMS,
4YTO Ha paboTax No peannsaymm nNpoekTa Oblan
3a/,eiCTBOBaHbl PyCCKME BOEHHOMIEHHbIE, TaK Kak
B 3TOT MOMEHT WwJa BoWHa LLeeunn n Poccuniickon
nmnepun & PaboTbl Hag KOMMAEKCOM ABopLia bblan
MOJIHOCTBIO OCTaHOBAEHbI nocse ybuictea MNycrasa il
B 1792 rogy °.

JBopevy, gonxeH 6b11 6bITb OKPY>KEH OFPOMHbIM
nensaxKHbIM MapKoOM MO aHrAnnckomMy obpasuy.
MpoekT napka co3gaH rnaBHbIM apXMTEKTOPOM
KoponeBCcknx cagoB un napkos npwu lNyctase Il
®. M. Mannepom (1746-1824). imeHHO B napke
COXPaHUANCL Manble apXUTeKTypHble GOpPMbl,
BO3Be/AEHHbIe NapaaiesbHO CO CTPOUTENbCTBOM
Bosblworo agsopua. OT camMoro ruraHTCkoro aHcambas
OCTa/INCb TONIbKO PYMHbI LLOKOJIBHOrO 3Taxa. YacTb

CTPOUTENbHBIX MaTepranoB 6blaN UCMONb30BaHbI
NMOBTOPHO ANA MaseHbKOro 3amka JpOTTHUHIeHC
(Xara), pacnono>xeHHOro B napke, pasbutom ans
nepBoHa4aabHOro npoekrta boabworo agsopua.

Ecam 661 bonbluol kopoaeBckuin ABopel, B Xare
Obl1 NOCTPOEH, OH ABWJICA Bbl, BEPOATHO, CAMOW
NPETEHLIMO3HON PEMUHUCLEHLIMEN apXUTEKTYPHbIX
naen A.Mannagno B XVIIlI Beke. NpaHANO3HbBIN
pa3Max CoOOpYy>KeHUs, yTONnsA npoekTa coamxatrot
€ro € NPOeKTHbIM Hac/sejMeM PeBOMOLMOHHOIO
knaccmumama H. legy n ¢paHLy3CKON «LWKOAbI
MerajoMaHoOB» W1 NO3BOJIAOT MPOBECTN Napanenu
¢ npoektoM bonbworo Kpemnésckoro gsopua
B. N. baxkeHoBa. ®akTuyecky WBeAckui ['ycTaBraHCKmin
KNacCULLM3M C ero paamkanbHbIM ClefoBaHUEM
naeam A.Tlannagmo cos3ByueH XPOHOIOTMYECKN U NO
CTUINCTUYECKMM PELLEHMAM C PYCCKMM KNACCUL3MOM
BpemeHu EkatepuHebl Il.

XoTsa npoekT Tak U He 6bln peannsoBaH,
apPXUTEKTYPHblE pelleHnsa ABOpLa, CO3AaHHble 3a
BpeMs NPOoeKTUPOBaHWA, Cbirpann 60abLUY0 pob
B CTaHOBAeHWUM [yCcTaBMaHCKOro kKaaccuumima,
BOCMMWTaB Lie/ioe NOKOJIEHNE TaNaHTANBbIX 3044NX.
Yuenunk XK 1. Aenpe apxutektop K. K.Teépenn (1731-
1811) nomoran npwu gopaboTke npoekTta bosbLioro
ABopLa Xara, a B Ja/lbHeiLeM NpoAo/Kan pa3BuTue
nannajnaHckmx NPUHLUNOB apXMTEKTYpPbl ABOpLa
B COBCTBEHHbIX NPOEKTaX LUBEACKUX YcaaebHbIX JOMOB.
Taknm 06pa3oM, MOXHO cKa3aTb, YTO NPOeKT boabLioro
ABOpLLa CbIrpas OrpOMHYHO Posb B GOpMUpPOBaHUK
N CI0XEHUW NO3J4HEero WBeACKOro Kaaccuumsma
B apxuTekType, dakTnyeckn ctaB CMMBOJIOM
KYNbTYpHOToO B3J/1éTa CTpaHbl U OnNpeAenéHHoro
N3MEHeHWNA CcoLManbHOro GoHa aMoxu.
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THE IMAGE OF A RUSSIAN BALLERINA
IN GERMAN PORCELAIN

Summary: The article analyses the characteristics of
the Russian ballerina image on the products of German
small porcelain sculpture. The main stylistic and artistic
sources of images of dancers and ballet dancers are con-
sidered. The cultural context of small sculpture art dedi-
cated to ballet is given. Performances and ballet images
are compared with porcelain items produced on their ba-
sis. The main similarities and differences are considered.
The reasons for these differences are analysed.

The article considers the influence of the Russian Sea-
sons on German porcelain in the context of European cul-
ture as well as a particular manifestation of it. Also, the
works of P.Scheurich, H. Meisel and H. Lederer are tak-
en into account. In the case of Scheurich, the main stag-
es of creativity associated with images inspired by ballet
are highlighted. In the case of Meisel and Lederer, the
key series related to dance are studied.

The artistic features of small porcelain sculpture se-
ries, including Carnival, and the series created by Mei-
sel and Lederer in collaboration with Anna Pavlova are
analysed. While the works of Scheurich bore the imprint
of the rocaille tendencies characteristic of German por-
celain, the work of two other artists, Meisel and Lederer,
embodied the influences of modernity.

Before the beginning of the 19th century, Russian
ballet had been a regional phenomenon, whereas
with the beginning of the 20th century, it gained
an unprecedented scale. At the same time, it be-
came a pan-European cultural phenomenon that
influenced a number of arts not traditionally asso-
ciated with dance. The Russian Seasons were the
reason for this trend.

For decades, ballets under Diaghilev’s direction
thrilled the Parisian public, attracting sophisticated
Parisian audiences. Dancers’ exotic costumes became
a source of artistic images not only for musicians,
artists and sculptors who worked with Diaghilev, in-

The main trends in the design of porcelain figurines
are shown: the addition of decorative elements and col-
ours to the original is one of them, monochromaticism
and an emphasis on movement is the other. The main
stylistic variations within the framework of individual art-
ists’ work are traced.

The primary features of the material of small porce-
lain sculpture and the artistic limitations imposed by them
are analysed. The key methods of artistic adaptation of
costumes and poses to the material, porcelain, and the
tastes of the era are considered.

The influence of the Commedia dell’Arte on the Rus-
sian ballets and on Scheurich’s work, and works created
by Anna Pavlova on Meisel and Lederer’'s work is demon-
strated. The main visual features of the masters’ most fa-
mous products are considered.

The interpretation of the key motifs found on the
products of German small porcelain sculpture of the first
half of the 20th century is presented. Thus, a multilater-
al assessment is given to the work of Scheurich, Meis-
el and Lederer.

Keywords: ballet in porcelain, Diaghilev’s Russian Sea-
sons, Meissen porcelain, Paul Scheurich, Hugo Meisel, Anna
Pavlova, porcelain figurines.

cluding Ravel, Debussy, Strauss, Picasso and Braque’,
but also for fashion designers inspired by the Rus-
sian Seasons, in particular Paul Poiret, and for pho-
tographers.

By that time, the photograph, already wide-
spread and accessible to the mass audience, was
replicated through newspapers; photographs and

1. A set of five Meissen figures from the Ballets Russes in
the ballet ‘Le Carnaval’, circa 1914-1923. URL: https://
www.bonhams.com/auction/27377/lot/9/suite-de-cing-
personnages-en-porcelaine-issus-du-ballet-le-carnaval-
des-ballets-russes-circa-1914-1923-a-set-of-five-meissen-
figures-from-the-ballets-russes-in-the-ballet-le-carnaval-
circa-1914-1923/
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