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Abstract
The International of 1862, or Great London Exposition, South Kensington was the second — after the first
controversial ever Exhibition attempt in 1851 — considerable effort of the powerful politically, militarily and
economically Great Britain to project, through its rapid industrial production system, its arrogant superiority in
the fields of science, invention and trade over any other country in the world. Although the social, commercial
and political elite of the country seemed to be particularly disappointed by the failure of the first Schools of
Design to staff with new and capable designers the productive, but poor — in terms of good design — British
industry, they felt superiority over any other country that could not reach the British high-caliber industrial
productivity. However, the unofficial first appearance of the traditional Japanese products in Europe in this
Exhibition, which was a private collection belonged to the eccentric collector Sir Rutherford Alcock, seemed
to reverse the British arrogance, as data seemed to be soon changing with regard to the way of viewing and
managing British design.

In this paper we will examine in what ways the newly term of Japonisme celebrated exoticism, sensuality
and novelty as it not only represented the original and pure handicraft of the Far East tradition, but also
constituted a matter of fundamental significance for the birth of a new aesthetic and cultural trend which
shaped the European arts and design of the rest of the nineteenth century.

Keywords: Japanese culture, Japonisme, 19th century British design, Rutherford Alcock, Great London
Exposition.

*Paper developed from presentation at the 2017 ‘Japonisme in Global and Local Context’ Conference, Budapest.
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Introduction

‘No single style or medium defines
Japonisme, the fashion for all things Japanese
that swept Britain, Europe and North America
between the 1860s and the first decade of
the twentieth century. Its varied expressions
were rooted in a desire to recuperate the
handcrafted values lost in the industrial
revolution. Japonisme celebrated exoticism,
sensuality, novelty. The consumption of
Japanese or Japanese-style furniture,
ceramics, textiles and metalwork played a
key role in the aestheticization of the British
home and its inhabitants. The belief that
the Japanese lived a life in harmony with
nature, with art and beauty overriding material
considerations, was fundamental to its appeal.
The flood of imports from Japan following
the London International Exhibition of 1862
stimulated among artists and designers
a heightened appreciation of materials,
techniques, forms and colours’

[1,p.111, 112].

One of the objectives of the Great
Exhibition in Hyde Park, London in 1851
was to highlight and promote the British
technology, know-how and design. The
plethora of exhibits from all over the world
was then divided into different categories
between works of art such as sculptures,
paintings, ceramics, metalwork, furniture
[2, p. 24] and also a vast amount of
technological inventions from the time,
totaling over 100.000 exhibits. Given
that Britain was the centre of the great
developments in steam power and
engineering that took place in that period,
a big part of the technology exhibits were
either steam based or made as a result of
the steam process:. There were plenty of
countries that took part to this universal
event, but France the eternal opponent of
Britain was probably the largest foreign
contributor. With meticulous examples of
high technology machinery, that country

24

exhibited a vast collection of tasteful, first
class products mainly in the area of the
decorative arts especially in the fields of
porcelain, textiles, tapestry and furniture.
So, in comparison to the British exhibits of
the area of decorative arts which suffered
much in terms of ‘good’ design, France
was proved to be clearly superior. One of
the most important reasons for the British
lack of competitiveness in that field was
the fact that the newly-founded Schools
of Design in London and elsewhere in

the country had not managed to produce
well-educated designers that would be
able to reform the meaning of the then
almost ‘non-existent’ British design
producing a new, genuine style in mass
produced goods [3, p. 130]. The rapid
industrialization as well as the luck of
design principles led the British exhibits to
a total disaster in terms of aesthetics and
quality. Despite all these, the International
Exhibition of 1851 established London

as the most important city in the world,
which was keen to host such events many
more times. The exhibition that followed,
took place in Paris in 1855. The official
name of this exhibition, which was rather
the answer of France to the 1851 Great
Exhibition, was Exposition Universelle des
Produits de I’ Agriculture, de I’ Industrie et
de Beaux-Arts de Paris and took place in
the vast area of Champs-Elysées, that is
an ample space just as Hyde Park. Among
the thirty four countries that took part

in this France’s major event, there were
twenty nine that were represented by high
caliber artists among which were the Pre-
Raphaelite painters John Everett Millais
and William Holman Hunt, representing
England [4, p. 23].

It was, however, a common acceptance
the fact that although the Great Exhibition
was distinguished for its high-quality
machine achievements, the corresponding
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French excelled in the fields of Fine and
Applied Arts.

But seven years later, in 1862, London
was the city to host another international
exhibition which was a bigger, better
and more triumphant event. The general
scope of this ‘World Fair’ was to offer
opportunities to visitors, buyers and
traders, to gaze at enormously varied
manifestations of life, work, culture and
progress from many countries, especially
Great Britain, and it certainly achieved
this [5, p. 1]. Its organizers, succeeded in
assembling and displaying more exhibits
from more participating countries than had
ever been attempted before. Nevertheless,
we have to mention that the one third of
the participating exhibitors, that is over
9.000 of the 29.000, came from Britain
alone, together with a further 2.600 from
the British Colonies. Heavy machinery,
massive new technological devices, as
well as plenty of subversive inventions
were on display, in contrast to 1851, when
none of the machines on display had
weighed more than nine tons. The steel
industry, in particular, had undergone
enormous innovative progress, as the
production of high quality boilers, bridge
parts and heavy artillery weapons, but
also mass production machines such as
print, water-pumping, weaving and carpet
power-loom machines had been taken to
new heights [6, p. 125-130]. But, British
decorative arts exhibits seemed to have
been again caught in the same trap: most
of their sections had presented a slight
improvement in terms of aesthetics value
and form (Figure 1).

THE ART-SOUENAL CATALOGUE OF

Figure 1. The Art Journal: Engravings of British
exhibits at the International Exhibition of 1862.
© The Art Journal Illustrated Catalogue, 1862.

One of the most important and reliable
sources for understanding the design
quality of the 1862 International Exhibition
decorative and applied arts exhibits, except
The lllustrated London News Journal, was
the Art Journal which provided detailed
descriptions and illustrations of not only
the British but also other national courts
[7]. According to this, the heavy decoration,
elaborate but exaggerated patterns and
old-fashioned forms in combination with
the complexity of their mass production
procedure, made British products probably
less competitive than before. The much
desired balance between art and industry
seemed not to have been achieved, which
made the old and powerful opponent of
Great Britain in the field of design, France,

1For instance, one of the most impressive exhibits for their size was the massive hydraulic press which was operated by

just one man that had lifted the metal tubes of a bridge invented by Stevenson, the man who had invented the steam train

‘The Rocket'.
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prevail again. However, there were a few
bright exceptions which will be discussed
further in the text.

Methods

As the topic of this research is purely
historical, the methodological approach to
be followed will be based on the systematic
use of selected and, in some cases,
rare, bibliographic sources of particular
importance. In particular, in addition to
extracting information from modern special
historical reference books focusing on
the period of our interest, there will also
be extensive use of information from rare
original books of the late 19th century. Of
great importance is the use of authentic
publications of the time, notably journals
that provide important information for the
1862 Great London Exposition, but also for
the significant role of the Japanese exhibits
both aesthetically and ideologically.
Museum and auction houses’ catalogues
constitute one more valuable source of
information, mainly for the visual material
used as evidence. Selected sites with
rich information constitute yet another

useful source in our pool of data whose
evaluation, selection and use is the next
step in this research.

Discussion

The first display of Japanese products
in an International Fair in Europe did
not take place in 1862. As Japan was
a country isolated from the Western
civilization until the middle of the 19th
century, its inhabitants were forbidden
to travel abroad, while respectively the
entry to foreigners in the country was also
forbidden. After the partial abrogation
of these prohibitions, a small number
of Japanese products was exhibited at
the Great Exhibition of 1851, though not
autonomously, as they were included in the
sector with products from China. After the
end of its isolation in 1853, artifacts and
information seemed to start flowing out
of Japan towards the European Continent
and America. The very next year, a small
but effective exhibition of Japanese applied
arts objects took place at the building of
the Old Water-Colour Society at Pall Mall
East, central London [8]. (Figure 2)

Figure 2. The building in which London 1862 International Exhibition was held. © Grace's Guide to British

Industrial History.
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This event would probably inaugurate
a short, but effective period during which
and until 1867 the Western appreciation
for the Japanese art and culture would be
completely crystallized. The same year,
1853, was crucial for the Japanese art
and culture in West for one more reason:
it was then that Commodore Matthew
Calbraith Perry, in a military and diplomatic
expedition the goal of which was to give
an end to Japan’s long-term isolation
and to open Japanese ports to American
trade, arrived in the country along with
his American forces, opening up new
prospects for the relations between Japan
and the West [9, p. 667].

Nonetheless, the independent
Japanese section of the International
Exhibition in London in 1862 was
considered to be the first particularly
influential attempt in introducing the
Japanese aesthetic and material culture
to the British general public. The Japanese
Pavilion became a hub of cultural renewal
and encompassed a wide range of
traditional, excellently handcrafted objects
whose number reached 623. Arranged
in a rather clumsy and particularly
unprofessional way the first extended
display of Japanese artifacts was nothing
but a large part of the personal collection
of the famous British Minister to Japan,
Sir Rutheford Alcock (1809-1897), who,
at the time, had made the necessary
arrangements for its dispatch to Europe’s
most celebrated event.

Alcock was a keen collector of not
only Japanese art itself but of almost
every Japanese item concerning the
material culture of the country. During his
long journeys into cities like the distant
Nagasaki and the mysterious Edo — the
current Tokyo, — in villages and remote
areas of the country, he had managed
to collect a wide range of different in

value, quality, and historical significance,
objects. His meticulous curiosity made
him courageous enough to disappear into
weird shops in small cities and villages
where he would pick up anything that
caught his fancy - from the most dear
and rare to the most common, traditional,
utilitarian objects. In his book titled, The
Capital of the Tycoon: A Narrative of a Three
Years’ Residence in Japan, he praised the
Japanese claiming ‘I have no hesitation
in saying they are not only rival the best
products of Europe, but can produce in each
of these departments works we can imitate’
[10, p. 89]. Additionally, through his
adventurous tour he had also managed to
get to know in depth and to appreciate the
high, traditional values of Japanese society
itself [11, p. 96]. Despite all this though, he
thoroughly believed that the Japanese did
not have ‘fine arts’ but only decorative arts
as he thought that even the supreme form
of Japanese arts could only be classified
as such ‘within the narrower limits, on a
lower plane’ in the art world order. That is,
it was the West which could actually define
‘Japanese decorative arts’, a concept
much reinforced within the framework
of the International exhibitions. This is
why collectors strove to the acquisition of
mainly decorative arts objects, such as
ukiyoe prints, masks, fabrics and ceramics
rather than real paintings or sculpture.
Alcock’s vast collection was a medley
of objects from almost every social and
economic class of Japan, but also from
many historical periods. This meant
that among them there were quite a
few heterogeneous artifacts, creating
an unusual but outstanding range of
goods in terms of technical and aesthetic
value, totally new to the conservative,
capitalist Britain. Their uniqueness was
actually detected in their originality as
they constituted daily objects of a purely
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traditional and unspoilt civilization. Their
value for the deeply moral and religious
Japanese society started and finished to
the point that the purpose, for which they
were made, was fulfilled. The collection
included art products such as wonderful
woodblock prints by famous and unknown
artists, beautiful silk kimonos, ceremonial
masks and valuable porcelain objects
which were mixed harmonically with the
vernacular straw raincoats and hats of
Japanese peasants, rural work clothes,
straw shoes, lanterns and other objects of
daily use 2.

Praising much the Japanese goods
without having fully understood that many
of them were quite modern and knowing
the superiority of Western methods of
manufacture, Alcock tried to point out
the significance of Japanese handicrafts
and show how they could influence
the British industrial status quo. In his
influential book Art and Industry in Japan
he passionately claimed that ‘Art in Japan
and the Industrial Arts more especially, which
have been brought to their present state of
perfection by the application of principles
mainly derived from their loving and patient
study of Nature, may serve as an example
full of encouragement to our manufacturers

and artisans. They may see in the unequalled

success of the Japanese, artist and workman
combined in one how originality and the
impress of individual genius may best be
secured for the conception of the brain and
the skilled work of the hand. The lesson to be

derived from all we see and know of Japanese

Art, is one, indeed, of universal application...’
[12, p. 291, 292].

The matter of fact is though that few
British designers had already found
out the basic principles of Japanese
traditional design. One of them, Thomas
Jeckyll (1827-1881), took part in this
exhibition with an innovative ironwork
design, the famous ‘Norwich Gates’, a
range of ceremonial pillars, rails, foliage
and scroll work, which bore the essential
characteristics of both the typical
British and traditional Japanese design.
Christopher Dresser (1834-1904) was
also another pioneer in design who dared
to take part in that exhibition with objects
which reflected his profound interest in
Japanese art. Both of them became soon
keen collectors of the Japanese art and
craft objects and thus their later works
were since then strongly influenced by it
(Figure 3).

Figure 3. Sir Rutherford Alcock’s Japanese Court. ©
London Stereoscopic and Photographic Company,
1862.

2Sir Augustus Wollaston Franks, a famous antiquary and, at the time, the British Museum’s administrator contributed

a catalogue of the Japanese section. His strong personal active interest in Japanese art dates from this time. This is why a

restricted number of the exhibits were accessioned by the British Museum in 1862.
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Dresser, the designer who would
reshape the British design ideal of the
following decades, started buying pieces
Dresser, the designer who would reshape
the British design ideal of the following
decades, started buying pieces from the
exhibits of Alcock’s collection confessing
to him: “...I became the possessor of a fair
selection of the objects which formed your
interesting collection; and to the treasures
which | thus became possessed of | have
almost constantly been adding, till now my
house is rather a museum than a comfortable
abode for civilized beings, at least, so says my
wife...”[13, p. 45].

The British press of the time played
an important role in the interpretation
of the significance of the Japanese
objects display as it was particularly
impressed by the purity and novelty of
Alcock’s collection. The much effective
The lllustrated London News in an extensive
article which included a distinctive illustration
of the Japanese Court, not only exalted the
qualities of that peculiar collection but also
seemed to urge visitors to pay attention to it
for their own delight. However, this unofficial
collection, although was warmly welcomed
by the British public, was received in a
rather negative way by the Japanese
Embassy Mission members who were
invited, as official guests, at the opening
ceremony of the Exhibition on May 1, 1862
[14].

The thirty-member Japanese Mission
had a huge historical importance as it was
literally the first Japanese Embassy to
the West and was mainly sent to Europe
to learn about Western civilization and to
make trade agreements, before their return
home in early 1863 [15, p. 79]. Their
comments on Alcock’s collection were
rather discouraging and disappointing as
most of them believed that the artifacts
shown were not representative of the true

Japanese civilization and most of them
were badly made, shabby and inauthentic,
showing to Europe and the world a
rather distorted image of modern Japan.
Apparently disturbed, claimed Alcock’s
exhibits were ‘inferior to those of all the
other countries’ and considered that the
Japanese Court constituted a national
advertisement with negative messages,
as it did not project the meanings of
development and modernization that
Japan wanted to show to the West.

This highly-celebrated Exhibition
highlighted many important issues relating
to the British, but also international
design of the era, as the Japanese Court
had already begun to be the ‘informal’
occasion for the rise of the term Japonisme
in Europe and America. The new aesthetic,
cultural and technical qualities of the
Japanese artifacts proclaimed, inter alia,
the meanings of truthfulness, exoticism,
novelty and sensuality for many reasons.
Western scholars, having analyzed the
significance of these meanings, have also
considered that all three were based on
the non-negotiable myth of ‘authenticity’.
This myth seemed to have helped the
arts of Japan’s dead past emerge again
showing to the world the country’s
non- mechanic, traditional, craft-based
production. At the same time, it brought
into conflict the qualities of simplicity
and genuineness of Japanese crafted
goods, which were produced under human
working conditions, with the dominant
capitalist mass production practice of the
West, intensifying even more the aesthetic
and moral degradation of the European
Industrial Establishment . For instance,
during the Edo period, when agriculture
and commerce grew, pre-modern
manufacturing which included handicrafts
began to develop. Products such as wax,
indigo, knives, swords, pottery, lacquer
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ware, silk, cotton, paper, stone cutting

and many others were highly produced,
however in a pleasant and democratic
manner, as happened in almost all pre-
industrial societies of the time. In spite of
the fact that no steam engines or electricity
was available at the time, a fair division of
labor was underway which promoted the
successful model of local industries

[16, p. 201].

According to the ‘authenticity’ myth,
the meaning of exoticism may also derive
from qualities such as the truth to, many
times new to the West, materials, as
almost all of the artifacts were made of
good quality, genuine raw materials, no
matter how cheap or expensive the final
outcome would be. Having studied Nature
and the Seasons and having known how
to respect and be inspired by them, the
Japanese knew how to use raw materials
according to not only their own intrinsic
qualities, but also the scope, function
and utility of the final product. This, in
combination with many religious, ritual,
social and moral symbolisms that derived
from their tradition and were associated
with the frequent use of many objects,
made Europeans believe that, the — until
recently — feudal Japan’s goods surpassed
in quality the conventional European
way of production. Thus, traditional
Japanese crafts were inextricably woven
with the meaning of novelty, a word
which immediately provoked doubts
and clarifications of the primacy of the
established values of Western art
[17, p. 4].

A totally new perspective of making,
seeing, conceiving and using things

was then revealed to the western

artists, designers, but also thinkers and
philosophers which made them reconsider
their certain and until then undisputable
aesthetic, practical or even ideological
achievements.

Sensuality was not a hidden or
misunderstood issue as it prevailed in
almost any artifact. The large golden
calligraphy screens, the textile patterns
and effeminate motifs, the fan cartouches
along with the classic blue and white
ceramics graceful, almost floating, patterns
or even the curvy, playful black outlines of
the ukiyoe woodblock print and painting
figures and landscapes constituted a
treasure of a new aesthetic ideology on
sensuality [18, p. 236].

However, the richly colored kimonos
with the exquisite embroidered patterns
constituted some complex private artifacts
as they were not associated only with the
virtuousness and the simple way of living
of their female possessors, but also with
their good taste, eroticism and sensuality
(Figure 4). Their exclusive female
nature rendered them unique means for
expressing new and highly advanced ideas
about sexuality and gender [19, p. 24].

Above all though, the explicitly sexual
depictions of naked human bodies in
everyday scenes such as steam bathing or
even more intimate activities in Utamaro’s
and Hokusai’s works, constituted the
culmination of the sinless and erroneous
eroticism that characterized Japanese
societies. This oriental storm of sensual
messages of high aesthetics was an
innovative, anti-conformist and challenging
way of thinking for the conservative

3The working and living conditions of the industrial workers in the first half of the 19th century were miserable,

resulting in great social dissatisfaction and reaction. At that time there has been a significant increase in female and child

labor, mainly in the textile and mining sectors, mainly because they were considered to be more obedient and productive

employees. Women and especially children were paid at lower wages and in many cases not at all (when they were taken

on under the guise of apprenticeship).
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Victorian society which though initially
seemed to be shaken to its foundations,
soon started to welcome it. On the other
hand, the symmetrical geometry+,

the shiny surfaces of the forms and the
unrivalled use of plain colors especially
in lacquered furniture, gave Japanese
goods the air of both functionality and
elegance, economy of space and also an
air of unrivalled lightness. Concepts such
as uniqueness, clearness in designs,
patterns, motifs and symbolisms were
also much associated with traditional
Japanese objects as they reflected a new
way of dealing with everyday life chores
and social activities. However, the very
concept of cleanliness seemed to prevail in
almost any of the exhibits both as a literal
meaning and as a profound symbolism,
especially in what was associated with
rituals and religion practices. The general
term for the influencing rituals of soul
purification was that of harai (il or T\ >)
[20, p. 135-147] and according to the
Japanese tradition the rituals of this kind
invoked the purification of human sins
and uncleanness, as these concepts were
associated with illness, misfortune

and guilt. These rituals usually involved
symbolic washing with water, possibly
the most important purifying medium in
Japanese culture, and this is why specific
utensils such as porcelain or wooden
bowls and vessels were often used while
they were being practiced s.

We have to mention that the myth of
‘authenticity’ or else originality which was
meant to include all the above, does not
constitute a novelty as it arose with the
19th century’s most influential theorist and

design reformer John Ruskin and it was
merely an extensive part in his vast theory
on Japanese culture which was embraced
by many designers of Victorian Britain

(24, p. 11].

Results

Soon thereafter, many more designers,
most of which were also architects and
theorists would find in Japanese design
the perfect antidotes to the scourge of
British industrialism and bad design, as
they would try to infiltrate all the above
qualities and apply them into their own way
of thinking and creating, defining in this
way the British taste and consumption for
the rest of the 19tn century and beyond.
Among them there were names who later
became the ‘ambassadors’ of this new
aesthetic and later ideological line in
decorative arts in Britain under the name
of the Anglo-Japanese Style, a branch of
the widely known Aesthetic Movement e.
Edward William Godwin (1833-1886),
James Lamb (1816-1903), Owen Jones
(1809-1874), Philip Webb (1831-1915)
and also designers and companies such as
Kimbel and Cabus inthe U. S., are only a
few of them [22].
With both their original, innovative design
ideas, and broad perception on aesthetics,
deeply philosophical, religious and social
connotations, they managed to convince
the strict English consumer society and
thus many more quirky western markets
which had been significantly ‘eroded’ in
terms of taste and consumption by the
voracious multi-productive instincts of the
Industrial Revolution for the refreshing
breeze that started blowing in the fields

4 Sciences and the general concept of geometry were particularly important in Japanese culture. The well-known Japanese

geometrical problems or theorems on specific wooden surfaces offered, along with worship, as oblations to Buddhist

temples, the so-called Sangaku (54H), i.e. calculation tablets, constituted forms of thought, logic, solution, but also

symmetry and simplicity.
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of art and design from the country of

the Samurais. British consuming public
was ready both in terms of culture and
taste to accept and encourage this new
‘phenomenal uprising’ in design which
would challenge their undebatable,

until then, way of choosing, buying and
displaying at home objects which would
not only enhance their social class, but
also their moral and high taste issues.
However, not only designers, but also
manufacturers and craftsmen themselves
often seemed to be captivated by the high
quality of Japanese objects, assisting
thus in shaping the new world order in the

western mass-produced products arena by

undertaking initiatives for the production
of ‘hybrid’ Anglo-Japanese objects (Figure
5), i.e. products that bore an aesthetic
combination of culture of both peoples
[23, p.119].

So the British public of the following
years with no distrust on the concept of
orientalism and with striking boldness,
accepted the strange and mysterious
beauty of Japanese exoticism in a period
in which art was regarded as distillation
of all that was good or bad about a
society. Moreover, they had already been
impressed by the simplistic and at the
same time profound Japanese ideology
which was important to them at many
levels as it defined new ways of thinking
and acting in the hitherto anhydrous

and barren Victorian philosophy, while
redefining the concept of taste and
aesthetics.

The 1862 International Exhibition in
London triggered the inauguration of the
1867 Paris Exhibition. This world-wide
event, which had clearly competitive
features compared to the English
equivalents, combined the elements of
all the riches of the globe. Along with the
latest achievements in technology and art
there were displayed products of remote

times, so that at the same time the genius

of all countries and of all periods was
represented [24, p. 15].

Figure 5. William Godwin: cabinet ebonized wood with gilt
decoration in Japanese style, 1870s. © Sotheby’s auction

catalogue 2008.

5Purity was a very important issue for the Japanese as they believed it was equal to godliness for the humans. This
concept found mainly in the Japanese Zen is attributed to the Chinese culture, where it was adopted from, and more
precisely to master Baizhang, in the Kamakura period (1185 - 1333).

8 A popular Movement associated with art and literature in the late 19th century Britain (1868-1901). Aestheticists
had adopted the doctrine of ‘Art for Art’s Sake’, stressing that art must be appreciated for its aesthetic enjoyment, without

regard for its moral meaning.
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This is where Japanese objects were

first officially exhibited and this finally
constituted the ‘basic aesthetic and
ideological platform’ upon which the
European art and design would step on in
order to be thoroughly transformed by the
fin de siécle.

Conclusion

Concluding, this in-depth analysis of the
first non-official Japanese exhibits at the
1862 Great London Exposition highlighted
the importance of certain parameters that
led to their effective recognition as agents
of innovation and progress in the fine and
applied arts of Great Britain and the rest
of Europe. However, nothing would have
been more effective than Sir Rutheford
Alcock’s brave idea of introducing, in an
purely International Exhibition of industrial
and crafted objects, his own passionate
collection of the most outstanding
oriental objects hitherto unknown to most
Europeans. Through his bold initiative,
the Japanese proved to be vibrant artists
influenced by the social, historical,
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Mxoanuc Llymac
YHusepcumem 3anadHol Ammuku
(AcbuHbl, Mpeyus)

AANOHCKUE 3KCMOHATbI HA BCEMUPHOM BbICTABKE B JIOHJOHE 1862 FO/1A: KPATKU O630P

AHHOTaUMA

BcemupHas BbicTaBKka 1862 1, npoxogusluas B JIoHAOHe, KOxHbI KEHCUHITOH, 6blla BTOPOKW nocne
NPOTUBOPEYNBOM NepBoi BceMupHon BbicTaBkM 1851 I. U aBASNACE 3HAYUTENIbHOW NOMbITKON BUATENLHOM
B MO/IMTUYECKOM, BOEHHOM M 3KOHOMMWYECKOM MNNiaHe Bennko6pruTaHuMmn NpoaeMOHCTPMPOBaTL BCEM
CcTpaHaM MMpa CBOE HaMEeHHOe MPEBOCXOACTBO B chepe HayKu, M30O6PETEHUIN 1 TOProBaK 6narogaps cBoewn
ObICTPOPa3BUBaIOLLENCS MPOMBILLIEHHOCTU. XOTH coLManbHas, KOMMepYecKas U NnoanTuyeckas anuTa
CTpaHbl, Ka3asnocb, 6bl1a 0cCO6EHHO pa3ovyapoBaHa HECMOCOOGHOCTbIO MEPBLIX WKOA AM3alHa NpeaocTaBuUTb
HOBbIX U CMIOCOBOHbIX MHXXEHEPOB NPOAYKTUBHOM, HO 6EAHOM - C TOYKMU 3PEHUSA XOPOLLEro An3anHa -
6PUTAHCKON NPOMBbILWIEHHOCTU, OHW YYBCTBOBA/IM NPEBOCXOACTBO HaA 10601 Apyron CTpaHon, KoTopas
He Morfla AOCTUYb BPUTAHCKOW NEPBOKIACCHON NPOMBbILWLIEHHON NPOU3BOANUTENBHOCTU. TEM HE MEHee,
HeodMLManbHOE NepBoe NosiBleHNe TPaAMLMOHHbIX SMOHCKMX MPOAYKTOB B EBpONe Ha 3TOM BbICTaBKe,

M3 YaCTHOM KOANEKLUMU, NPUHASNEXKABLUEN IKCLUEHTPUYHOMY KONNEKLMoHepy capy Pe3sepdopay ANKOKY,
Kasanocb, NepeBepHyNo 6PUTaHCKOE BbICOKOMEPHE, TaK KaK KpUTEPHUK, MO-BUAMMOMY, BCKOPE U3MEHWNCH B
OTHOLWIEHWWN PACCMOTPEHUS U YNpaBAeHUs 6PUTAHCKUM AM3aHOM.

B aToM cTaTbe Mbl pPAaCCMOTPUM, KaKUM 06pa30M HOBbIM TEPMUH SMNOHU3M CTaN accoLMMpoBaThes ¢
3K30TUKOM, YYBCTBEHHOCTbIO U HOBM3HOW, MOCKOJIbKY OH HE TOSIbKO NMPeAcTaBs Co60M OPUTrMHANbHOE U
yucToe pemecno Tpaamumnm lanbHero BocToKa, HO TaKe npeactaBnsa cobon Bonpoc GyHaaMeHTa bHOM
BaYKHOCTW ANS POXKAEHMSA HOBOIO 3CTETUHECKOIO U KyNbTYPHOIO HanpaBneHuns, Kotopoe chopmnpoBaso
€BpPOMencKoe NCKYCCTBO U AM3aiH OCTa/lbHOM YacTu AeBATHaALLATOro BeKa.

KnoueBble cnoBa: fnoHcKas KynbTypa, anoHu3m, 6putaHcKkui ausanH XIX Beka, Pesepdopa ANKOK,
BcemupHas BbicTaBKa B JIOHOOHE.

*CraTbs HanMcaHa Ha OCHOBE Npe3eHTaLun Ha KOHPepeHLUUn «ANOHU3M B rnobanbHOM U MECTHOM KOHTEKCTE»

2017 roga B byganewre.

Mxoanuc Llymac
bambic Ammuka YHusepcumemi
(ApuHnbl, pekusi)

1862 XKblJ1bl JIOHAOHAA OTKEH AYHUEXKY3UIIK KOPMEAE JXAMOH 3KCMNOHATTAPDI:
KbICKALLA Wony

AHHOTauMA

JloHaoHaa eTkeH 1862 binfbl yHUexy3inik kKepme OHTYCTIK KEHCMHITOH 1851 xbinfFbl BipiHWi AYHMEXKY3iniK
KepmeaeH KewiH eKiHLwi 6onabl xoHe ¥blOpUTaHUSHbIH, CasiCUh, 9CKEPU HOHE IKOHOMMUKANbIK XKaFblHaH
blIKNanabl apeKeTi 60bIN Tabbliadbl. ENgiH aneymMeTTiK, KOMMEPLUUSbIK XaHe casiCh anuTachl GipiHLWi

[AV3alH MeKTeNTepiHiH eHIMAI XaHa KaHe KabineTTi HXeHepnepai yCbiHy KabinetcidgirimeH, 6ipak

YYMNbIHbI 60IFAHMEH — YaKCbl AM3aiiH — bpuTaH eHepKaci6i TypFbICbiHaH, oflap bpuTaHabIK GipiHLWI KNacTbl
OHEPKOCINTIK OHIMAIIKKE KO KETKi3e anmMaraH Ke3 KesireH 6acka enfiH apTblKWblblFblH CE3iHAI. [lereHMeH,
ocbl Kepmee Eyponagarbl A8CTYpi XamnoH eHiIMAEpiHiH pecMu eMec anfallKbl nanaa 60ybl AKCLEHTPUCTIK
KonnekunoHep cap Pesepdopa ANKOKKa TUECINI KeKe KonnekumaaaH bputaHablK xofFapbl enwemre anHanabl,
cebebi enwemaep Ken ysaman bputaHablk An3anHabl Kapay oHe 6acKapyFa KaTbICTbl 63repai.
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byn makanapa 6i3 XanoOHU3MHIH ¥XaHa TEPMUHI IK30TUKaAMEH, Ce3iMAINIKNEH XoHe aHanbIKNeH
6annaHbICTbipblna 6acTaraHblH KapacTblpambl3,0MTKeHI 051 Kubip LLUbIFbIC ASCTYPiHIH 63iH/IK }KoHe Ta3a
KONeHEepiH FaHa eMec, COHbIMEH KaTap Eypona eHepi MeH OH TOFbI3bIHLLbI FACbIPAbIH, KanfaH 6eniriHiH,
OM3aliHbIH KanbinTacTblpFaH }aHa 3CTETUKANbIK oHe MaaeHM 6arblTTbl TyyaAblH, ipreni MaHbi34bl Maceneci
60nbIn Tabbinagbl.

Tyninai cespep: *anoH maaeHWeTI, )anoHnam, XIX FacbipabiH, BputaH ansaiiHbl, Pesepdopa ANKOK,
NoHpgoHaarbl [lyHUEXKY3iNiK Kepme.

* Makana byaanewTtre 2017 »biifFbl "yahaHbIK XoHe XKeprinikTi KOHTeKcTeri }anoHn3am” KoHdepeHumacbiHaa

npes3eHTaums HerisiHae *Ka3bliFaH .
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