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preface & acknowledgements

It is no coincidence that the Russian-Dutch project ‘The Paper Mu-
seum of the Academy of Sciences in St Petersburg’ is connected with 
the name of Peter the Great. This Russian Emperor, like the history of 
Russia generally, is closely linked to the Netherlands. When he found-
ed the Kunstkamera in St Petersburg, Peter the Great’s idea was to 
implement the best of the cultural and scientific knowledge he had 
acquired during his travels in Western Europe. With the Kunstkamera 
in mind, he purchased the outstanding collections of the Amsterdam 
scientists and collectors Frederick Ruysch and Albertus Seba, as well 
as watercolours by Maria Sibylla Merian. Moreover, he profited from 
the immense experience of the Dutch in creating collections that were 
not only enjoyed and admired but also used for educational purposes, 
demonstrating the richness of nature and human skills. 

A few years ago a group of scholars in Amsterdam and St Peters-
burg collaborated on an exhibition called Peter the Great and 
Holland, cultural and scientific relations between Russia and the 
Netherlands at the time of Peter the Great. This exhibition was held 
in the State Hermitage Museum, St Petersburg, and the Amsterdam 
Historical Museum. It was a great success and engendered various 
plans and ideas that required further research, including a second 
large-scale collaborative project. This resulted in the publication of 
what has become known during the course of the project as the ‘Paper 
Museum’. Diverse explanations have been given for why all the ob-
jects of the Kunstkamera collection were to be depicted. Everyone 
does agree, however, on one thing: the result is a unique collection of 
watercolours giving us an idea of what the collections of the Kunst-
kamera were like in the first half of the eighteenth century. The collec-
tion of watercolours is truly amazing, from the point of view of both 
scholars and everyone interested in art. 

Russian-Dutch projects usually concern direct tangible contact be-
tween the two countries – the history of relations between the Russian 
and Dutch people, exchanging exhibitions and works of art, politics, 
etc. This project is of special significance. Many of the drawings are, of 



Petersburgers.indb  8 02-02-2005  13:53:27

the paper museum of the academy of sciences in st petersburg

course, of objects purchased in Holland as part of the collections of 
Ruysch and Seba mentioned above. This is very important for us as 
the staff of museums and archives who are used to dealing with mate-
rial objects and documents. But the ‘Paper Museum’ project gave 
scholars representing different schools of thought and fields of schol-
arship in Amsterdam and St Petersburg a wonderful opportunity for 
intellectual co-operation and exchanging ideas. The result is this cata-
logue. 

During the last five years a large team of curators and researchers 
in St Petersburg and the Netherlands have collaborated on this 
project. On the Russian side, dr. Natalya P. Kopaneva, researcher 
at the Archives of the Academy of Sciences (St Petersburg Branch), 
must be named first. She has co-ordinated the project on the Russian 
side with dr. Georgy Vilinbakhov, deputy director of the State Hermit-
age Museum. In the Netherlands, the co-ordination was in the hands 
of dr. Debora J. Meijers, associate professor of the Department of 
Art History of the Universiteit van Amsterdam, and drs. Renée E. 
Kistemaker, senior consultant on policy development and research at 
the Amsterdam Historical Museum. Thirteen curators and researchers 
of the State Hermitage Museum, the Academy of Sciences (St Peters-
burg Branch) and the Russian Museum have worked on the project in 
their various special fields. I would like to thank them all for their 
enormous contribution. 

A scientific advisory board supported the project in the Nether-
lands. The members of this board were prof. dr. Rob Scheller, prof. 
dr. Rob Visser, drs. Eric Dil, dr. Jan van Campen, drs. Han Vermeulen, 
drs. Paul Beliën, drs. Bert van de Roemer and drs. Jozien Driessen. 
Their constructive, critical comments have contributed to the quality 
of the project. In addition, Jozien Driessen has made her expertise 
available to the project all these years and in many ways: as a specialist 
in 17th and 18th-century Russian history, as a Russian-Dutch transla-
tor, as an editor when needed and as a ‘liaison officer’ between the 
Russian and Dutch teams. 

In such an extremely encyclopædic project, additional expert 
information in different subject fields is often essential. The following 
Dutch curators and researchers have contributed to the catalogue 
entries: dr. Willem Mörzer Bruyns, curator of the Netherlands 
Maritime Museum Amsterdam and dr. Peter de Clercq to the entries 
about scientific instruments; dr. C. Smeenk, dr. R.W.R.J. Dekker, 
dr. M.S. Hoogmoed and dr. A.M. Voûte, all of Naturalis, the National 
Natural History Museum in Leiden, and Willem Hogenes, head of 
the collection of the Department of Entomology of the Zoological 
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Museum in Amsterdam. With their individual specialisms, they have 
all contributed to the zoological catalogue texts. My thanks to them 
all for their involvement and time, which they have generously given 
to the project. 

Natalya Kopaneva and the art historian drs. Bert van de Roemer 
edited the catalogue texts. In addition, Bert van de Roemer was re-
sponsible for the co-ordination of the checking of the English version 
of the catalogue by the Dutch specialists, as well as the extensive work 
of co-ordinating the illustrations in the Netherlands and the Russian 
and English texts for the production of the dvd. He and his computer 
were the ‘centre of operations’ for the catalogue and his scholarly in-
sight has contributed to the quality of the project. The mammoth task 
of translating the Russian texts into English was in the capable hands 
of dr. Yuri Kleiner, translator and professor at the Department of Gen-
eral Linguistics of the State University of St Petersburg. Jean Vaughan, 
assisted by Kate Williams in a later phase of the project, translated the 
Dutch texts into English and revised the English edition. 

I would also specifically like to mention Edita, publisher of the 
Royal Netherlands Academy of Arts and Sciences. It was particularly 
gratifying that they were prepared to take on not only the publication 
of the English edition of ‘The Paper Museum’ but also the production 
of the English/Russian dvd, making all the drawings in the corpus 
accessible in a special way. 

Such a project cannot be realized without the financial support of 
others. The Netherlands Organization for Scientific Research financed 
the research, the photography of all of the drawings and part of the 
translations for the first two years. The Wilhelmina E. Jansen Fund 
supported the publication of the Russian edition of the book by the 
Yevropeysky Dom publishing house in St Petersburg. 

Lastly, I would like to wish the scholars of St Petersburg and 
Amsterdam as much success with future joint enterprises as with this 
project. The book not only concludes this project; it is the starting 
point, possibly the inspiration, for new research. 

Pauline W. Kruseman
Director 
Amsterdam Historical Museum 

viii • ix



Petersburgers.indb  10 02-02-2005  13:53:27

the paper museum of the academy of sciences in st petersburg

Peter the Great’s Kunstkamera, encyclopædic in nature, was the 
first public museum in Russia. In 1724, it was incorporated into the 
Imperial Academy of Sciences. It can justly be called the forerunner, or 
even fountainhead of many of today’s institutions that form the Rus-
sian Academy of Sciences. Planned and organised as a scientific mu-
seum, it was also open to the public – functioning as an educational 
institution as well. Tsar Peter’s view was that the varied and ency-
clopædic Kunstkamera collections contributed to the enhancement of 
his subjects’ cultural refinement and to a better insight into the world 
of science. 

Starting around 1730, the artists and craftsmen of the Academy 
began on the systematic depiction of the objects in the Kunstkamera 
collection; this work may have been done for a catalogue of the muse-
um’s ‘curiosities’, that was to be illustrated with engravings. Under 
Count Kirill Razumovsky, president of the Academy of Sciences in 
St Petersburg from 1746-1798, the Academy took a decision to ar-
range for the publication of an illustrated catalogue of the Kunst-
kamera objects; in 1774 the Academician Semyon Kotelnikov was to 
make descriptions of the rare objects that were meant to be engraved, 
but the book was never published and the manuscript has never been 
discovered. 

Fortunately, the Archives of the Academy of Sciences (St Petersburg 
Branch), the State Hermitage Museum and the Russian Museum have 
preserved their watercolour drawings representing the Academy col-
lections of the Kunstkamera. They give us an idea of what the Muse-
um was like before the great fire of 1747 which destroyed large parts 
of the collection. In addition to this the watercolour drawings allow us 
to form an impression of the type of acquisitions that arrived in the 
late 1740s to 50s. 

After the publication of the 1741-45 catalogue Musei Imperialis 
Petropolitani Vol. i-ii, some of the drawings showing ‘rare old golden 
treasures’ were actually engraved, but remained unpublished. The 
copper engraving plates were damaged by the fire and later disap-
peared, which makes the 26 extant prints of these plates extremely 
rare. 

The present catalogue of these remarkable watercolour drawings, 
a considerable amount of which has still not been found, is the result 
of a joint-effort over many years on the part of Russian and Dutch 
botanists, zoologists, anthropologists, orientalists, historians, 
archæologists, numismatists, and historians of science and art. 

Information concerning the provenance of the items of the first 
Russian museum can be found in hundreds of inventories and files 
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from the eighteenth-century Academy Archives. In the present edition 
only some of these have been published for the first time, viz. the 
documents related to the ‘Paper Museum’. Hopefully, future archival 
research will result in discoveries that will shed light on the curiosities 
and antiquities that nowadays adorn the Kunstkamera, the Hermit-
age, the Russian Museum, and other institutions in the northern capi-
tal of Russia. 

Dr. Irina Tunkina 
Director 
Archives of the Russian Academy of Sciences 
(St Petersburg Branch) 

Drawings dating from the beginning of the 18th century, made by Rus-
sian artists are extremely rare. 

Above all they are important as historical documents fixing objects, 
collected in the first Russian public museum, the museum of the Acad-
emy of Sciences. Besides, the watercolours by masters like A. Grekov, 
I. Sokolov, M. Makhaev and J. Nechaev demonstrate the professional 
skills of the craftsmen, working in Sint-Petersburg, even when at the 
time the Russian capital had no Academy of Arts. 

The State Russian Museum is proud to be in possession of a collection 
of drawings of objects from the Kunstkamera. It is pleased to offer those 
interested in the culture of the18th century the possibility to learn about 
these unique drawings in a publication prepared by Russian and Dutch 
scholars. 

Y.N. Petrova
Vice director for research
The State Russian Museum 

x • xi
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Over 2,000 drawings after the Kunstkamera objects are preserved at 
present in the State Hermitage Museum, the Archives of the Russian 
Academy of Sciences (St Petersburg Branch), and the Russian Muse-
um. They give you an idea of the nature of the collection and the level 
of draughtsmanship to be seen in the country’s first public museum in 
the first half of the eighteenth century. In many ways the works far 
exceed anything to be found in other European curiosity collections. 
A prerequisite for this winning formula was undoubtedly the unique 
cooperation between the Museum and the Academy of Sciences. In 
that period the Kunstkamera functioned as a type of laboratory for the 
newly created Academy: the scientists supplying the museum with the 
products of their research and the objects they had found during 
Academy expeditions. 

The drawings, which have become study objects for scholars from 
the State Hermitage Museum, the Russian Academy of Sciences, the 
Russian Museum and academic institutions in Amsterdam, depict the 
contents of the museum’s cabinets that have enjoyed European fame. 
They are unique, because, during the many years of the Kunstkamera’s 
history, its collections have not been kept in their original formation, 
many of the exhibits having been moved to the State Hermitage 
Museum, the Museum of Zoology, the Institute of Botany, and other 
institutions. Therefore this collection of drawings allows one to travel 
back in time and see the Kunstkamera of the Academy of Sciences as it 
was: a wonderful museum, encyclopædic in nature, with a top-rank-
ing collection that complied with the most rigorous scholarly stand-
ards. 

The international joint-project ‘The Paper Museum of the 
St Petersburg Academy of Sciences’ is now drawing to a close. 
Five years of joint-work has resulted in an opulent final product. 
The reader can see before him a Russian and an English edition of 
the catalogue with the welcome addition of a dvd depicting all the 
drawings hitherto discovered. 

I would like to thank my colleagues who worked with us on this 
book, and I hope it will find its way to grateful readers who them-
selves will be encouraged to carry out new studies. 

Dr. Georgy Vilinbakhov
Vice-Director
The State Hermitage Museum 
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introduction

Anyone who is interested in the history of collections, whether of 
paintings, plants or scientific instruments, regularly comes into con-
tact with a specific kind of source material: drawings or prints of 
objects that the collector in question owned or wanted to own, or 
illustrative material that the collector wanted to have within reach 
for research purposes. There has actually been a growth of interest in 
such representations during the last fifteen years, as can be seen not 
only from ambitious publications such as the volumes of The Paper 
Museum of Cassiano dal Pozzo (1996-) or the large-format Le Bes-
tiaire de Rudolph i i (1990), but also from various articles.1 The 
present publication and dvd belong to the same field of inquiry. They 
present a complete catalogue of the more than 2,000 sheets that have 
been identified to date of what we have called the paper museum of the 
Academy of Sciences in St Petersburg. The interpretative articles in-
cluded in this publication are intended to throw light on the possible 
functions of the corpus. 

The drawings – mainly watercolours, plus a smaller number of 
pen drawings in Indian ink – were made in the period between about 
1725 and 1760. They are kept in three institutions in St Petersburg: 
the Archive of the St Petersburg branch of the Russian Academy of 
Sciences; the Hermitage; and the Russian Museum. It is interesting 
that most of them are still in the original boxes in which they were 
kept at the time. These boxes, originally totalling 58 in all, were in-
cluded in the first catalogue of the museum of the imperial Academy 
of Sciences, Musei Imperialis Petropolitani Vol. i-ii of 1741-1745
(hereafter mip), where their contents are described as Icones pictæ 
rerum quæ in Academiæ thesauris insunt. 2 (ill. 3 and 5) 

The first two boxes, that were filled with drawings of the two build-
ings of the Academy, unfortunately had to be left out of account in the 
present publication because too little is known about them.3 We have 
concentrated on the drawings of the objects that were on display in the 
buildings concerned, particularly in the recently constructed museum, 
the Kunstkamera (ill. 1): drawings of anatomical preparations, animals, 

1. E.g. Olmi 2000 and 2001b. 

2. The title of this catalogue is 
usually cited incorrectly, namely 
without Vol. i-ii. However, these 
words are an integral part of the 
title, for it is the nominative Vol. 
that accounts for the genitive 
Musei. The title of the catalogue 
is thus: Vol. i-ii of the Imperial Pe-
tersburg Museum. 

3. The drawings mentioned by 
Meijers in Exh. cat. Amsterdam 
1996 (figs. 13-16, pp. 29-30 and 
note 28) probably formed a part 
of them. 
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4. For instance, fish and shells from 
Siberia were sent together with 
drawings of them in 1752. 
On 29 October 1753 a hand-
shaped root that had been found 
‘in the garden of the guard 
Lambus’ was incorporated in the 
Kunstkamera along with a draw-
ing of it. St Petersburg Archives of 
the Russian Academy of Sciences 
(hereafter referred to as spbaran), 
doc. 164, pp. 378-383. 

5. See e.g. Exh. cat. Amsterdam 1996, 
Exh. cat. Dortmund/Gotha 2003, 
Exh. cat. St Petersburg 2003. 
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plants, tools and scientific instruments, ethnographic objects 
(especially from Siberia and China), antiquities, coins and medals. 
It is regrettable that the premature death of Tsar Peter the Great, the 
founder of this scientific institute, in January 1725 robbed him of the 
opportunity to enjoy these drawings. 

The objects on display were drawn in workshops in the Academy 
next to the Kunstkamera. There, in this former palace of the Tsarina 
Prascovia Federovna (the widow of Peter’s brother Ivan), specially 
selected groups of Russian students were trained by Dutch, German, 
and later also Russian drawing masters. Some drawings were done 
elsewhere and were added to the collection along with the objects that 
they represented.4

A key factor for our research was the fact that a large number of 
the sheets contain contemporary inscriptions. In a limited number of 
cases (about 5% of the sheets, so far as we know at present) the name 
of the draughtsman and the date when the drawing was made are giv-
en; the earliest year is 1732 and the latest is 1753. The sheets have also 
numerous references to the numbers of the objects in question in the 
catalogue of 1741-1745. As this catalogue lists the objects in the order 
in which they were exhibited in the rooms, the numbers also indicate 
where the objects were displayed. Thanks to this, and to the fact that 
even many of the drawings without an inscription could still be linked 
to a catalogue number (and thus a place number), it eventually proved 
possible to arrive at a visual reconstruction of the collection. The fact 
that about 80% of the present corpus admits of such an identification 
with the items listed in the catalogue of 1741-1745 is interesting for 
another reason too. It shows that, despite the fact that the collection of 
the Academy of Sciences continued to expand after the publication of 
the catalogue, drawing activities after 1745 were still primarily con-
centrated on the objects that had been in the collection before that 
date. 

In order to fully understand the genesis of the drawings, it is 
necessary to outline the origin of the Kunstkamera and the Academy 
of Sciences.5 They were both created in a gradual process that began 
around 1700 following Western European examples, and just as in 
Europe, the construction of an imperial collection had preceded the 
foundation of an Academy in Russia. The Academy was eventually 
established in 1724, while there was already a cabinet of the tsar in 
Moscow long before Peter I transferred his court to St Petersburg in 
1712. 

This cabinet entered a new stage when Peter had some of its con-
tents moved to his summer palace in the new capital in 1714, result-
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ing in a collection of naturalia and books. At first the composition 
of the collection was on a fairly modest scale, but that situation soon 
changed, especially from 1716 when the tsar acquired the entire cabi-
net of the Amsterdam apothecary Albertus Seba shortly before em-
barking on his second European trip. He made important purchases 
during that trip in Paris and Torgau, for example, where he bought 
scientific instruments and books, and in Amsterdam, where his acqui-
sitions included the anatomical cabinet of Frederick Ruysch and a 
large number of drawings of flowers and insects by Maria Sibylla 
Merian. The expanded collection required new premises for its proper 
display, and the choice fell on the former palace of a nobleman who 
had fallen from favour, Alexander Vasilyevich Kikin. 

From the moment of its transfer to ‘the house of Kikin’ in 1718, 
the collection was no longer a Kunst- und Wunderkammer but a ‘pub-
lic’ museum where any interested party could gain admission and be 
shown around. The presence of a library and laboratory is evidence 
that the institute was aimed at the acquisition and dissemination of 
knowledge. Moreover, considerable care was lavished on the presen-
tation of the collection. This task was entrusted to Maria Dorothea 
Gsell, a daughter of Maria Sibylla Merian who had entered the em-

2 • 3

ill. 1. Bank of the Neva with 
the Kunstkamera and to the right 
of it the Academy of Sciences. 
Engraving from: Ivan Sokolov, 
Mikhail Makhayev, Plan de la 
capitale de St. Petersbourg avec 
ses avenues les plus illustres 
(St Petersburg, 1753) 
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E

ill. 2. Andrey Polyakov, Ground plan 
of the centre of the city, with the 
Kunstkamera and the Academy of 
Sciences (in section E). Slightly to the 
right the long Twelve Colleges build-
ing can be seen. On the opposite bank 
of the river are the Admiralty and the 
Winter Palace. Engraving from: Ivan 
Sokolov, Mikhail Machayev, Plan de 
la capitale de St. Petersbourg avec ses 
avenues les plus illustres (St Peters-
burg, 1753). 
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ploy of the tsar together with her husband Georg when Peter i was in 
Amsterdam. The ‘house of Kikin’, however, was only an interim solu-
tion. In the same year, 1718, Peter decided to establish new, large-scale 
premises for the collections on the southern bank of Vasilievsky Is-
land, facing the Admiralty and the Winter Palace. That was where one 
of the first public museum specially designed for that purpose was 
erected in the history of European collections. It may not be entirely 
fortuitous that it was built immediately adjacent to the new centre of 
government, the Twelve Colleges building, which was constructed 
between 1724 and 1732 (ill. 2). 

As building work on the new museum progressed, the collection 
continued to grow. After the death of his personal physician, the Scot 
Robert Areskin, who was also head of the Kunstkamera, the tsar pur-
chased Areskin’s important library and cabinet of naturalia in 1719. 
In the same year the tsar embarked on plans to bring a learned society 
to the attention of foreign academics via his German librarian Johann 
Daniel Schumacher. Schumacher wrote to the German philosopher 
Christian Wolff that the tsar wanted to found a ‘Societæt von gelehr-
ten Leuten’ in St Petersburg ‘welche die Kuenste und Wiszenschaften 
zu excolieren sich befleiszigen sollen’; he hoped that Wolff ‘sie einrich-
te, dirigire und derselben eine Lüstre gäbe’.6 After due consultation, 
Wolff decided not to give up his chair in Halle for an uncertain exist-
ence in distant Russia, upon which the plan was further elaborated in 
St Petersburg itself. This resulted in the foundation of the Academy in 
January 1724. Almost right from the start it accommodated not only 
the sciences but also a print shop and an engraving workshop. The 
first scholars arrived soon. They were almost all (very young) Ger-
mans, including the anatomist Johann Duvernoi, the botanist Johann 
Christian Buxbaum, and the historian Gerhard Friedrich Müller, who 
will all reappear in the following contributions. The German orienta-
tion is primarily due to the fact that Christian Wolff acted as adviser 
and Schumacher also played a role in recruitment. The tsar had dis-
patched Schumacher to Europe in 1721 to buy books and objects for 
the collection, as well as to arouse interest in the plans for the academy 
among potential members. This all indicates how closely the building 
up of the collection of the Kunstkamera and the formation of an Acad-
emy were intertwined at this period. Schumacher’s acquisitions in-
cluded a part of the numismatic cabinet of Johann Lüders in Danzig 
and a quantity of antiquities from Nicolaas Chevalier in Utrecht, and 
he also established useful contacts with several prominent academics, 
such as Sir Hans Sloane in London.7

6. Hofmann 1971, pp. 164ff. 

7. Thomas 1988; Meijers 2003. 
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8. spbaran, f. i, op. 3, no. 2, 161
obverse -162. 
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Drawing was already going on in the collection before the establish-
ment of the Academy of Sciences. In 1716 Tsar Peter had already invit-
ed Maria Dorothea and Georg Gsell – the former produced natural 
scientific gouaches and watercolours, the latter history paintings, por-
traits and still lifes. They were able to carry out the various forms of 
painting that the tsar wanted to expand in Russia. Maria Dorothea is 
the most important in relation to our researches. She was explicitly 
appointed to paint the animals, plants, art works and antiquities in the 
Kunstkamera ‘mit waszerfarben nach dem leben’ and was responsible 
for the interior arrangement of the rooms, as we know from a draft 
contract of 1 September 1723. 8 Among her other tasks was the train-
ing of young (Russian) draughtsmen, apparently in connection with 
the Kunstkamera collection too, for students from her studio are to be 
found among the artists dealt with in the present publication. An ex-
ample is Andrey Grekov, one of the best artists in the corpus. This is 
why we have investigated the period from about 1725, even though 
the workshops in the Academy only began to function in the following 
year and the first dated Kunstkamera drawings are from 1732. Nor 
should the choice of the year 1760 to mark the end of the period under 
investigation be taken too strictly, as the last dated drawings are actu-
ally from 1756, after which drawing activities were gradually reduced 
in the workshops of the Academy of Sciences. 

The period in question was of crucial importance for the history 
of the Academy. It underwent a turbulent development in the first 
decades of its existence, though it would go beyond the bounds of the 
present publication to go into that here. Nevertheless, the setting up of 
the studios in the late 1720s and the various positions assigned to this 
department for arts and crafts in the Academy of Sciences over the 
years are discussed in some detail (see the contribution by Elena Stet-
skevich). The political context of these developments within the young 
Academy could only be treated in summary fashion, in spite of the 
questions that arise in this connection. For instance, it is remarkable 
that the drawing activities went on steadily right through the period 
from about 1725 to 1760, marked as it was by six successive rulers (if 
we include Tsar Peter i) and several conspiracies and coups d’état. 
It looks as though this continuity should be attributed to Johann 
Daniel Schumacher. As head of the Academy chancellery, down to his 
death in 1761 he championed particularly those departments of the 
institute that were concerned with arts and crafts: the print shop and 
the studios. Following in the wake of Peter the Great, Schumacher was 
aware that the arts and sciences could only be broadened in Russia if 
the resources and manpower were available to print and illustrate 
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publications. He also fully grasped the importance of visual propa-
ganda – a type of visual material that was also designed and executed 
in the Academy – for those in power. It would therefore be worthwhile 
to submit this figure, who was controversial in his day and has not 
been given the treatment he deserves from Academy researchers to 
date, for once to a more unprejudiced scrutiny. 

The Russo-Dutch research project 

This publication is the result of years of cooperation between research-
ers in St Petersburg and Amsterdam. In fact the idea goes back to 
1994, when the exhibition Peter the Great and Holland. Cultural and 
scientific relations between Russia and the Netherlands in the age of 
Peter the Great was being prepared. A large number of the drawings 
were catalogued by Jan van der Waals in connection with that exhibi-
tion.9 Several of them were on display in that exhibition (Hermitage, 
St Petersburg and Amsterdam Historical Museum, 1996-1997), 
which led to a further increase of interest in these drawings. The plan 
ripened to carry out further research on this wealth of material and 
sources of funding were explored. After the Netherlands Organization 
for Scientific Research (nwo) had granted a two-year subsidy, mainly 
to be spent on the research by the Russian participants and on photo-
graphing all of the drawings, work commenced in April 1999. 

By that time a team had been put together consisting of curators 
and researchers, most of whom had already been involved in the exhi-
bition Peter the Great and Holland. They represented a wide range of 
disciplines, corresponding to the types of objects in the drawings, as 
well as specialists in the history of drawings and prints. The team 
members are drawn from the three institutions where the drawings are 
kept, plus the Peter the Great Museum for Anthropology and Ethno-
graphy, the Zoological Museum and the Botanical Institute, which all 
fall under the aegis of the Russian Academy of Sciences. On the Dutch 
side the researchers involved in the project were drawn from the Uni-
versity of Amsterdam, the Huizinga Institute of Cultural History, and 
the Amsterdam Historical Museum.10 Cooperation of this kind is 
unique and places high demands on all of the participants. It is inher-
ent in a project like this that the participants work towards a final 
product that goes beyond the boundaries that separate the modern 
disciplines: what are today the specialised fields of anatomy, zoology, 
botany, astronomy, geography, ethnology, oriental studies, archaeol-
ogy and numismatics have to be fused to form a whole. Only then can 
full justice be done to the significance of the encyclopædic Kunstkam-

6 • 7

9. Van der Waals’ typescript of Musei 
Imperialis Petropolitani (hereafter 
referred to as mip) Vol. ii, pars pri-
ma (1741), where he related all of 
the drawings of artificialia known 
at the time to the descriptions of 
the objects in question in the mip, 
as well as investigating to what ex-
tent the objects in the collection of 
Albertus Seba can be identified in 
the drawings and in the mip, was 
an important source for our 
project. We would like to thank 
him for making this information 
available. 

10. For a full list of those involved see 
the credits. 
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11. See the contribution to the 
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A. Printseva on the vicissitudes of 
the drawings in the nineteenth and 
twentieth centuries. 

12. Stanyukovich 1953 and 1958. 

13. Shafranovskaya 1965. The fire 
of 1747 crops up in several of the 
contributions to the present publi-
cation. 

14. Neverov 2001; Exh. cat. 
Hermitage 1992. 
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era of the first half of the eighteenth century which was the foundation 
of the drawings under investigation. 

Besides the interdisciplinary character of the project, its interna-
tional and intercultural aspect should be mentioned. Distances of a 
geographical, linguistic, theoretical and technical kind had to be 
bridged, but we have learnt from one another to find solutions. It is 
for the reader to evaluate the results of this cooperation, which we 
ourselves have experienced as a very fertile one. 

We are not the first to investigate these drawings. Initially they 
were primarily used as a source to determine the provenance of spe-
cific objects. That was probably why the Hermitage was lent a number 
of sheets by the Academy in 1922. 11 Tatyana Stanyukovich was the 
first to pay attention to the drawings in the 1950s for a different rea-
son: she used them as a source of information about the history of the 
Kunstkamera. 12 Ten years later, in 1965, Tatyana Shafranovskaya 
made an important contribution by using the drawings to reconstruct 
the composition of the collection as it was before the fire of 5 Decem-
ber 1747, 13 when the Kunstkamera building was seriously damaged 
and a large number of objects, particularly the Chinese and Siberian 
ones and the animals, were destroyed. The drawings still help us to 
form a good impression of the original composition of the collection. 

Shafranovskaya also investigated the inscriptions that were applied 
to many of the drawings when they were made, enabling her to collect 
information about when they were made and by whom. She also made 
the connection between these inscriptions and the first printed cata-
logue of the Kunstkamera, the Musei Imperialis Petropolitani Vol. i-
11 (St Petersburg 1741-1745; hereafter mip). (ill. 3) Since the inscrip-
tions refer to the catalogue numbers under which the illustrated 
objects are described in the mip, the at times puzzling objects in the 
drawings (by the scientific standards of the time) can be identified. 
These eighteenth-century descriptions can then be compared with 
present-day scientific insights. 

A further impulse was given to research by Oleg Neverov in tracing 
objects in the collections of the Hermitage that are represented in the 
drawings. He has published several articles on the subject since the 
early 1980s. In addition, he organised an exhibition on Tsar Peter’s 
Kunstkamera in the Hermitage in 1992, when a number of drawings 
were reunited with their objects.14

The next stage was the exhibition Peter the Great in Holland in 
1996-1997 (see above). On this occasion too several drawings were 
exhibited, in a number of cases together with the objects represented 
in them. 
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Shafranovskaya’s research on the artists has been continued by 
Elena Stetskevich, who published an extensive article on the produc-
tion of the drawings in the studios of the Academy of Sciences in 
1997.15 Her contribution to the present publication is a sequel to this. 

Finally, the exhibition Palast des Wissens. Die Kunst- und Wunder-
kammer Zar Peters des Grossen (Dortmund and Gotha 2003) must 
be mentioned. Several Russian curators and researchers participating 
in the paper museum project were also involved in the preparations 
for that exhibition, and considerable attention was devoted to the 
drawings on that occasion too. Since the present research project was 
already at an advanced stage during the preparation of the exhibition 
in Dortmund, Natalya Kopaneva, Debora Meijers and Bert van de 
Roemer were invited to publish some of their findings in the catalogue, 
while Renée Kistemaker contributed a more general article on the cul-
ture of collecting that Tsar Peter found in the Netherlands. 

The purpose of the present project is in an important respect dif-
ferent from that of previous investigations. Although the present pub-
lication provides information about the history of the Kunstkamera 
collection, the objects that are represented in the drawings, and the 
draughtsmen themselves, its main emphasis lies elsewhere. Right from 
the start, the primary objective was to consider the drawings as a cor-
pus, in other words, to investigate which factors led to the carrying 
out of such large-scale and systematic drawing activities in a particu-
lar institution (the Academy of Sciences with its Kunstkamera) on 
one particular site (St Petersburg) in one particular period (ca. 1725-
1760). Before trying to find answers to this question, the complete 
corpus of the sheets available to date had to be catalogued and made 
accessible. That is where the emphasis of the present publication lies. 
In addition to the complete catalogue on dvd, the book presents a 
series of introductions to the different categories of objects and four 
essays that place the corpus within an interpretative framework. 

The delimitation of the corpus 

As mentioned above, the 2,033 drawings from the Icones pictæ rerum 
quæ in Academiæ thesauris insunt that have been identified to date are 
kept by three different institutions in St Petersburg. The collection, 
which we estimate to have originally totalled at least 4,000 sheets, 
was kept in 58 boxes in one of the rooms (uu) of the Kunstkamera. 
(ill. 4 and 6) Since the nineteenth century it has fallen prey to the urge 
to specialisation that emerged at that time. The zoological drawings, 
for example, followed the corresponding animals to the newly estab-

8 • 9

15. Stetskevich 1997. 

ill. 3. Title page of the catalogue 
Musei Imperialis Petropolitani Vol. i
pars prima (St Petersburg, 1742) 



Petersburgers.indb  10 02-02-2005  13:53:36

the paper museum of the academy of sciences in st petersburg

ill. 4. Ground plan of the Kunst-
kamera. The Paper Museum was 
housed in room uu on the first floor 
(left wing). Engraving from: Palaty 
Sankt-Peterbourgskoj Imperatorskoj 
Akademii Naoek, Biblioteki i 
Koenstkamery, kotorych predstav-
leny plany, fasady i profili 
(St Petersburg, 1741) 
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ill. 5. The list of 58 boxes as summed 
up in the catalogue Musei Imperialis 
Petropolitani Vol. ii pars prima 
(St Petersburg, 1741), pp. 176-178
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16. The titles on the boxes consist-
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inative Volumen followed by a 
number. See Appendix 3. 
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lished Zoological Museum of the Academy of Sciences, before being 
moved yet again some time later to the Archive of the Academy, where 
they are still kept. Other groups of drawings came into private hands 
under circumstances which are far from clear before being returned to 
the State (see the article by Galina Printseva in this publication). That 
is true of the drawings of instruments in the Hermitage and of the 
sheets with drawings of ivory carvings, which are now in the Russian 
Museum. For some categories of drawings, however, – such as those 
of the minerals and gems, and of certain kinds of insects, such as but-
terflies – it has unfortunately not proved possible to trace their present 
whereabouts. 

19 of the 58 boxes listed in the mip are extant. (ill. 5) Most of the 
drawings published here are still in their original boxes (several of the 
13 boxes in the Archive of the Academy, and all 5 exemplars in the nu-
mismatic department of the Hermitage). Only a relatively small 
number of sheets are kept outside the box for reasons of conservation 
(one box in the Hermitage, Department of Russian History). Two 
groups of drawings are kept without any box: those of instruments 
and tools (Hermitage, Department of Russian History), and the sheets 
mainly representing artistic objects, including ivory (Russian Muse-
um). That they originally formed a part of the Icones pictæ can be as-
certained from their inscriptions with references to the mip and to the 
fact that they entered these museums as a group. While the first group 
will undoubtedly have been kept in one of the boxes that have by now 
disappeared with Icones instrumentorum physicorum et mathemati-
corum, the second group probably consisted of sheets from the boxes 
with Icones operum artificiosorum and Icones rerum rariorum, as can 
be seen from a comparison with the rubric titles under thirteen extant 
boxes in the Archive of the Academy contain the Icones operum Chin-
ensium (3 boxes), the Icones adparatus vestiarii (2 boxes), and the 
Icones quadrupedum, Icones serpentum, Icones lacertiorum, Icones 
piscium, Icones avium, Icones plantarum and Icones rerum rariorum 
(1 box each), plus a box with an illegible title containing all kinds of 
drawings of animals. The other six boxes (now in the Hermitage) 
contain the Icones nummorum (5 boxes) and the Icones adparatus 
pretiosi (1 box).16

The lack of the other 36 boxes with their contents does not mean 
that a further search would be pointless. Exemplars will probably turn 
up somewhere one day. It is also possible that, as in the case of the 
drawings of instruments and ivory carvings, more drawings have be-
come detached from their boxes and are circulating, either among 
private collectors or within the collections of government institutions 
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in Russia or abroad. For instance, it is known that Catharine the Great 
was very fond of precious stones; perhaps a search in the documents 
relating to her might bring to light some of the missing drawings of 
gems. It is also a fact that the Archive of the Academy houses not only 
the drawings presented here but also many more drawings of natu-
ralia and artificialia, a number of which may have had a place in one 
of the (extant or no longer extant) boxes and may therefore have 
formed a part of the paper museum. This may have been the case with 
the drawings of plants and animals that were made during the Second 
Kamchatka Expedition of 1733-1744. For instance, a number of 
drawings of fish are preserved in the papers of Johann Georg Gmelin, 
one of the participants in this expedition, which may well have 
originally formed a part of the Icones pictæ. 17 Given the lack of cer-
tainty on this score, however, we have decided not to include such 
drawings. The catalogue presented here is intended as a provisional 
catalogue that can later be supplemented on the basis of further re-
search. 

The importance of the drawings 

The drawings are of enormous importance in terms of cultural history, 
both individually and as a corpus. They constitute a rich source of 
knowledge in the field of the history of collections and of science, as 
well as providing us with information about the state of (scientific) 
drawing in Russia in the first half of the eighteenth century. Their 
importance for the history of collections is of two kinds. On the one 
hand, the drawings can be used to determine the provenance of certain 
objects that are still kept in the Russian museums (see the work of 
Oleg Neverov). On the other hand, the drawings enable us to recon-
struct the original composition of the collection of the Academy of 
Sciences, particularly where lost objects are concerned, such as those 
which were destroyed in the fire of 1747. That would be a much more 
difficult task if we had only the mip at our disposal. The mip does list 
all the objects with a brief description in Latin, but without the illus-
trations it is often difficult to identify them precisely in terms of coun-
try or region of origin, and (in the case of artificialia) of date of pro-
duction and function. Comparison with the drawings has shown the 
information in the mip to be incomplete or incorrect in some cases 
– mistakes that can be historically revealing in themselves. For in-
stance, in the case of the ethnographic objects the reference to their 
function or provenance is often erroneous by modern standards. This 
raises questions about, for instance, the methods of recording used by 

17. E.g. spbaran, f. i, op. 105, 
no. 25, 2-4. The drawings are 
signed by Johann Christian 
Berckhan. See fig. 91 in Exh. cat. 
Halle1996, where several birds 
and plants are also reproduced. 



Petersburgers.indb  14 02-02-2005  13:53:39

the paper museum of the academy of sciences in st petersburg

18. ‘The Chambers of the 
St Petersburg Imperial Academy 
of Sciences, the Library and the 
Kunstkamera’. Meijers and Van 
de Roemer 2003. 

the members of the expedition and about the communication between 
them and the compilers of the catalogue. 

Not only do the drawings enable us to form a better picture of the 
composition of the collection, but they also make it possible to recon-
struct the actual arrangement of the Kunstkamera. It is crucial in this 
respect that the mip lists the objects in the order in which they were 
displayed. A start in this direction has been made by Bert van de 
Roemer, who (elaborating on the work by Russian researchers and by 
Jan van der Waals) has not only tried to match the drawings with the 
mip, but has also compared them with a third source: a publication of 
prints containing a number of ground plans, cross-sections and frontal 
elevations of the interior of the Kunstkamera – the Palaty Sankt-Peter-
burgskoy Imperatorskoy Akademii nauk Biblioteki i Kunstkamery, 
published by the Academy in 1741/1744. 18 (ill. 7) 

As for the history of science, the drawings are at least as informa-
tive. First of all, their production is a sign of the lively activity that was 
developed in the course of these few decades to put Russia on the sci-
entific map of Europe. The drawing project shows that there was an 
awareness of the great importance of visual material and that it was 
centred on the tradition of collections of drawings, print editions and 
illustrated scientific publications that had existed in the rest of Europe 
for centuries (see the contribution by Debora Meijers). An investiga-
tion of how the drawings were used and for what purposes can offer 
insight into the production of books by the Russian Academy of 
Sciences (see the contribution by Natalya Kopaneva). Moreover, the 
drawings are evidence for the level of development of the various 
sciences in Russia in the second quarter of the eighteenth century. 
Quality was high in this field: the historian Gerhard Friedrich Müller, 
the botanist Johann Georg Gmelin, and the anatomist Johann Duver-
noi, to give just a few examples, were leading experts in their respec-
tive fields. They are the authors of important works, for which they 
collaborated with the artists of the Kunstkamera drawings. There was 
only a disparity in the sense that they were exclusively non-Russians, 
but as time went on they were supplemented and replaced by Russians 
such as the natural historian and ethnographer Stepan Petrovich 
Krascheninnikov and the natural scientist Mikhail Vassilyevich 
Lomonossov. 

Finally, the production of the drawings in the workshops of the 
Academy of Sciences is informative for anyone interested in the histo-
ry of drawing in Russia. Unlike the situation in other European coun-
tries, where there was already a long tradition in this area, drawing 
and painting ‘from nature’ was still a relatively recent activity in Rus-
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sia at the beginning of the eighteenth century. In so far as they were 
taught and practised, this was done at first by tutors from Western 
Europe, especially from the Netherlands, who were in the employ of 
the tsar and practised their art in the arms room of the Kremlin in 
Moscow, for example. There were no independently operating studi-
os, nor was there an official Academy of Art. This meant that when the 
Academy of Sciences was founded in 1724, the need was felt to set up 
a department there for ‘the arts’ – a series of workshops equipped in a 
strictly utilitarian way in which not only utilities in glass, metal and 

14 • 15

ill. 7. Filipp Mattarnovi, Longitudi-
nal cross-section of the Kunstkamera. 
The left wing with the collection of 
naturalia and artificialia and the right 
wing with the library are connected in 
the middle by an anatomy theatre and 
an observatory. Engraving from: 
Palaty, St Petersburg 1741, 
Tabula vii. 



Petersburgers.indb  16 02-02-2005  13:53:40

19. The reference is to Johann 
Christian Buxbaum, Plantarum 
minus cognitarum centuria i(-v) 
complectens plantas circa Byzan-
tium & in Oriente observatas, 
St Petersburg 1728-1740, one of 
the first productions by the Acad-
emy press. See the contribution to 
the present publication by Andrey 
Sytin. 

the paper museum of the academy of sciences in st petersburg

other materials but also drawings, prints, maps and books could be 
produced. This now became the primary institution for teaching art to 
the younger generation until the establishment of a French-style Acad-
emy of Art in 1757. At the risk of exaggeration, one might say that the 
Western tradition of drawing entered Russia to a large extent by way 
of scientific illustration. That this process was not without its tensions 
can be seen from the contribution by Elena Stetskevich. 

Themes for further research 

The book and catalogue on dvd presented here are intended in the 
first place as a publication of source material in the hope that this will 
encourage further research. To begin with, the present publication 
reveals the gaps in the extant corpus, and we hope that it will prompt 
further detective work, for example in the archives of Catherine the 
Great. 

In addition, there are a number of themes which we consider to 
be important, although this is not the place to explore them in more 
detail. First of all are the botanical drawings, which seem to form an 
anomaly within the corpus. Unlike the rest of the sheets, which can be 
connected directly with objects in the collection in about 80% of the 
cases, the botanical drawings appear to correspond to the (dried) 
plants in the Kunstkamera to only a limited extent. The number of 
sheets must have been enormous, at least as indicated in the mip, 
where no less than eleven boxes are mentioned. We have only been 
able to identity 361 drawings and one box (Vol. vii) so far (though it 
is unlikely that these drawings were originally stored in this box). 
They are probably the contents of Volume x: Apographæ [= copied] 
Iconæ plantarum, quæ in centuriis Buxbaumii editæ sunt, cum qui-
busdam aliis figuris herbarum, orchidum, præsertim in dictis centuriis 
non extantibus, quas in itinere Constantinopolitano delineari 
curavit. 19

It is not unlikely that the other plant drawings, probably hundreds 
of them, have been absorbed by the collections of the Archive and the 
Botanical Institute of the Academy of Sciences, but it is also possible 
that they have passed into other hands. One of the reasons why it may 
be interesting to try to locate them is the region they represent. After 
all, anyone who goes through the list with boxes in the mip will be 
struck by the recurrence of references to Promontorium Bonæ Spei, 
the Cape of Good Hope, in connection with no less than nine of the 
eleven boxes. This is remarkable because the same mip makes no men-
tion of the presence of plants from the Cape in the Kunstkamera, so 
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that this group of drawings within our corpus does not represent ob-
jects in the collection (at least as it was in 1741, the year of publication 
of the corresponding part of the mip), but supplements them. How is 
this anomaly to be accounted for? It should be realised that the bota-
nists in the Academy were not working on South Africa, at least not 
during their stay in St Petersburg. How did these sheets find their way 
there to be put in storage among the other boxes? 

There are some clues. For instance, in one case the mip refers to 
the London apothecary and collector James Petiver in the titles of two 
boxes: Icones Plantarum in Promontorio Bonæ Spei sponte proveni-
entium, minus artificiosarum, quarum maxima pars exstat in Iacobi 
Petiverii Gazophylacio Naturæ et artis Tab. 81-91., quædam et in 
C. Buxbaumii Centuriis, tertia præcipue (Vol. v and vi). This refer-
ence takes us to Great Britain, and from there it is a small step to 
Johann Amman, the botanist who exchanged his position as assistant 
to the famous physician and collector Hans Sloane for a chair at the 
Academy in St Petersburg in 1733. It is known that Sloane had South 
African material from the collections of James Petiver, the Dutch col-
lector Paul Hermann and others, and that Amman took all kinds of 
objects with him and had them sent on to his new address in Russia. 
We also know that, after his death on 4 December 1741, the Academy 
purchased his herbarium and plant drawings.20 Although the pur-
chase took place in 1743, whereas the volume of the mip listing the 
boxes dates from 1741, it is possible that Amman’s possessions were 
already kept in the Kunstkamera in that year (while he was still alive). 
The hypothesis that the drawings of plants from the Cape are his, and 
belonged to Sloane before then, should be pursued further. 

A second theme that calls for further research is the role played by 
Maria Dorothea Gsell in the creation of the Icones pictæ. It is regret-
table that no signed drawings have been found by this daughter of 
Maria Sibylla Merian, who came to St Petersburg at the invitation of 
Peter i in 1717. All the same, more can be said about her contribution 
than seemed possible until a short time ago. It is certain, at any rate, 
that Maria Dorothea coloured the engravings in the publication of 
Johann Christian Buxbaum (see note 19). Circumstantial evidence, 
however, suggests that she was responsible not only for colouring the 
engravings but for the drawings on which those engravings were 
based as well. During the period 1726-1727, when this publication 
was in preparation, there was no other professional plant illustrator 
working in the Academy besides Maria Dorothea. And that is not all. 
The French traveller Aubrey de La Motraye, who recorded his visit to 
St Petersburg in 1726, did not fail to record his observations in the 

20. spbaran, doc. 81, pp. 139-188; 
doc. 90, pp. 225-227. 
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Kunstkamera and its library, where Schumacher had shown him, 
among other items, Maria Sibylla Merian’s richly illustrated Meta-
morphosis insectarum et plantarum surinamensium. 21 De La 
Motraye, who ‘had not written down the title’, attributed it from 
memory to ‘Sebastien Merian’. But it is above all the continuation of 
his text that is illuminating. He notes that he had been shown a great 
diversity of wonderful drawings of plants and animals by ‘Madame 
Merian’, which were to be engraved for ‘a certain treatise that was 
ready to be printed’. He is probably mistaken here too, for there was 
no question of a publication with prints based on drawings by Merian 
in that year. Moreover, the original Merian drawings did not enter the 
Kunstkamera until 1728, that is, two years after de La Motray’s vis-
it.22 The only natural historical book that was in preparation in 1726, 
as we have seen, was Buxbaum’s two-volume publication, which 
would eventually be illustrated with 60 plates in the first volume and 
50 in the second. Might the Frenchman have seen the drawings for 
that book and, having been told that Merian’s daughter was the artist, 
confused the daughter with the mother? This is worth looking into, 
particularly with a view to Maria Dorothea’s contribution to the gene-
sis of the paper museum, but within a wider context the filling in of 
this blank spot could also be of interest for the history of the Merian 
family of artists, printers and publishers by extending it to include the 
Russian period that commenced in 1717. 

If this publication leads to such further research, we consider our 
purpose achieved. It would be splendid if the missing drawings were 
to be found to make this eighteenth-century ‘image bank’ available 
again in its entirety, but even in its present form, this inventory offers 
something essential that would not be possible with just the (far less 
numerous) objects that have been preserved. It presents a multi-facet-
ed visual picture of the composition of the original collection of the 
Academy of Sciences in St Petersburg. That in turn creates the possibil-
ity of comparing this institute and its museum with similar institutes in 
the rest of Europe in a more rigorous and thorough manner than has 
hitherto been possible. 
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In order to gain insight into the functions of the fifty-eight boxes with 
‘Icones pictæ rerum, quæ in Academiæ thesauris insunt’, as they are 
summed up in the catalogue of the Kunstkamera, 1 it is not enough to 
confine our attention to their genesis in St Petersburg without taking 
into account the conventions regarding such paper museums that 
prevailed in other parts of Europe. After all, in spite of the scale of the 
drawing activities in St Petersburg and the unusual nature of the or-
ganisation of the workshops where they were produced,2 this is not an 
isolated case. 

This contribution deals with the characterisation of the paper mu-
seum in St Petersburg in the light of more or less similar projects else-
where in Europe. Large collections of pictures intended to represent 
real objects had been formed already in the sixteenth century, at least 
in Italy, Germany and the Netherlands, connected with such figures as 
the Bolognese naturalist Ulisse Aldrovandi (1522-1605), Emperor 
Rudolf ii (1552-1612), the lawyer Cassiano dal Pozzo (1588-1657) 
in Rome, and the Amsterdam mayor and governor of the Dutch East 
India Company Nicolaes Witsen (1641-1717). These examples show 
that it was not uncommon for scientists, aristocrats, princes and 
private individuals to collect a considerable quantity of drawings 
of minerals, plants, animals and artefacts. Moreover, they immediate-
ly confront us with the fact that there were different types of paper 
museums. While the drawings of Aldrovandi, dal Pozzo and Witsen 
represented objects that they sometimes did but often did not actually 
possess, and in that case represented a virtual collection, in the case of 
Rudolf ii we can speak of a rudimentary form of a collection that was 
represented as a collection – as his own collection, of course. The 
present article is primarily concerned with the latter variant, which 
reached maturity in St Petersburg.3

To gauge the importance of the corpus of drawings in St Peters-
burg, it is worthwhile to chart this variant, in other words, to examine 
to what extent other European collections were recorded in drawings 
or prints between roughly 1550 and 1750 and whether patterns can 
be detected among these individual cases. Strangely enough, such an 
inquiry has never been conducted before. There are various studies of 
separate cases, but no analysis of these folders, boxes and bundles of 
visual material as a genre has been made.4 The present contribution is 
therefore bound to be no more than a first essay, without laying any 
claim to completeness, but carried out in response to a specific ques-
tion: does such a European survey, irrespective of its inevitable selec-
tivity, offer us more insight into the corpus of drawings in St Peters-
burg? 
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1. ‘Painted images of the objects 
that are in the collection of the 
Academy’, Musei Imperialis 
Petropolitani (hereafter referred 
to as mip) Vol. ii, pars prima, 
St Petersburg 1741, pp. 176-178. 
For the list of the fifty-eight boxes 
mentioned there and a general 
indication of their contents see 
Appendix 2. 

2. See the contribution to the present 
publication by Elena Stetskevich. 

3. This practice is already docu-
mented in a religious context from 
around 1520. For instance, Lucas 
Cranach’s woodcuts in the Witten-
berger Heilthumsbuch illustrate 
the collection of relics of the 
princely house of Saxony (Zim-
mermann 1929). With thanks to 
Rob Scheller for this information. 
As such sketches and prints were 
made and used in a different con-
text (they were intended for pil-
grims, not for the promotion of the 
arts and sciences), they will be left 
out of the present discussion. 

4. The Museo Cartaceo of Cassiano 
dal Pozzo has been the object of 
study and publication by an inter-
national research team since the 
late 1980s. See Haskell et al. 1996; 
Freedberg 2002. The Helmholtz-
Zentrum für Kulturtechnik of the 
Humboldt University in Berlin is 
preparing a database of, among 
others, Aldrovandi’s drawings. 
There are also several studies of 
genres of publications that, as we 
shall see, are connected with the 
paper museum: the album with a 
selection of the highlights of a 
collection and the (illustrated) 
museum catalogue. See Stübel 
1925, Balsiger 1955 and 1970, 
Exh. cat. Munster 1976, Ketelsen 
1990, Georgel 1994, Schnapper 
1995. 
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ill. 1. Maria Sibylla Merian, Leaf 
from an album with metamorphoses 
of insects, 1683-1713. Watercolour 
on parchment, 320x225. Library of 
the Russian Academy of Sciences, 
St. Petersburg branch, inv. no. f. 

Although the present study of the paper museum in St Petersburg is 
primarily concerned with loose-leaf drawings of the separate objects 
in the Kunstkamera collection, a proper understanding of them re-
quires us to include other forms of representing the objects in a collec-
tion (as a collection) within the investigation: the illustrated catalogue 
or guide and the sketched or printed leaves that present the well-
stocked walls of a cabinet or gallery. As we shall see, there are func-
tional links between these different kinds of visual material. In addi-
tion, despite the difference in purpose, some attention must also be 
paid to the type of paper museum mentioned above that represented 
not a real but a virtual collection of objects. Every respectable Kunst-
kammer had a section of this kind, which was intended as a supple-
ment on paper to the actual collection of material objects. The Kunst-
kamera of the St Petersburg Academy of Sciences was no exception in 
this respect – it included the large collection of watercolours an books 
by Maria Sibylla Merian, for instance, as well as the profusely illus-
trated printed catalogue that Albertus Seba had made of his (second) 
collection (ill. 1 and 7). Furthermore, the library, which was housed in 
the same building as the Kunstkamera, contained many other illustrat-
ed books that were connected with this virtual variant of the paper 
museum genre, particularly natural histories, technical treatises, ency-
clopædia and geographical descriptions. The boxes with ‘Icones 
pictæ’ were a link between these other types of visual material. 

For the purposes of the present investigation, a division has been 
made into these three categories of paper museums to enable us to an-
alyse the terrain as well as to spot any interrelations between them. To 
recapitulate, they are: the supplement to or substitute for a collection 
of objects (the virtual paper museum); the representation of objects in 
an existing collection, sometimes resulting in an edition of prints or an 
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illustrated catalogue (the real paper museum); and the representation 
of the interiors or walls of cabinets and galleries. 

These three categories have enough common and dissimilar fea-
tures to be considered as variants of an overarching genre – the paper 
museum – that can be described as the visual collection, whether 
sketched or engraved, loose-leaf or bound, with or without accom-
panying text, compiled by a collector or institution to represent a real 
or virtual collection of objects. 

The following text offers a sketch of the image that emerges when 
we confront the corpus in St Petersburg with a survey of paper muse-
ums in the wide sense of the term as indicated above. By viewing the 
Kunstkamera drawings in this way from the perspective of a European 
genre of visual material, we may obtain more insight into its shared 
characteristics and into the specific ones connected with the situation 
in Russia. 

The result of the research presented here is a surprising one. 
Although the collecting and sketching traditions that had been de-
veloped earlier elsewhere in Europe only got off to a hesitant start 
in Russia in the second half of the seventeenth century, the measures 
taken by Peter the Great not only caught up with them, but also un-
leashed a wave of activity that was without precedent in terms of 
tempo and ‘band-width’. This activity was continued after the death 
of Peter in 1725 in spite of all the political developments, changes of 
direction, conspiracies and coups d’état.5 Although the city of 
St Petersburg had barely been in existence for twenty-five years, a 
large body of visual material was produced within the space of a cou-
ple of decades by a team of Dutch, German and later Russian draughts-
men and engravers within the recently founded Academy of Sciences 
and the corresponding Kunstkamera. What is particularly striking is 
that the intention was apparently to cover the complete field of all of 
the categories distinguished above – a form of ‘pulling out all the 
stops’ that is not found anywhere else in Europe. The real paper mu-
seum alone in fifty-eight boxes that is the subject of the present volume 
must have originally consisted of at least four thousand leaves.6 Subse-
quently production began in the late 1740s of prints based on these 
drawings, probably a project intended to publish the highlights of the 
Kunstkamera or an illustrated catalogue which, for as yet unaccount-
able reasons, never got past the stage of the engraving, printing and 
colouring of twenty-six plates.7 Finally, the interior of the museum 
building and the arrangement of the objects in the cupboards is docu-
mented in a number of drawings and prints. This was all produced 
against the background of a large volume of visual material from 
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5. Six tsars and tsarinas ruled Russia 
in the period under discussion: 
Peter the Great (1682-1725), 
Catharine i (1725-1727), Peter ii
(1727-1730), Anna Ivanovna 
(1730-1740), Anna Leopoldovna 
(regent during the reign of her 
infant son Ivan vii in 1740-1741), 
and Elizabeth (1741-1762). The 
years 1740-1743 were particularly 
turbulent, with two coups d’état in 
one year after the death of Anna 
and a conspiracy against Johann 
Daniel Schumacher that led to his 
suspension as head of the chancel-
lery of the Academy from 1741 to 
the end of 1743. 

6. If we assume approximately sev-
enty leaves per box and a total of 
fifty-eight boxes (as stated in the 
mip of 1741), we arrive at a total 
of around four thousand. How-
ever, after the appearance of this 
part of the catalogue the sketching 
activities continued down to 1756. 
The possibility therefore cannot be 
ruled out that there were addi-
tional boxes or that leaves were 
stored outside the boxes. 

7. See note 55. 
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8. See Haskell et al. 1996; 
Freedberg 2002. 

9. Dal Pozzo employed Nicolas 
Poussin, Pietro da Cortona, Pietro 
Testa, Antonio Eclissi, Vincenzo 
Leonardi and others for this pur-
pose. 
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elsewhere that had by now come to rest in the Kunstkamera and the 
library. 

In order to arrive at a better assessment of the European embed-
ding of the fifty-eight boxes with ‘Icones pictæ’, the corpus will now 
be examined in terms of the three closely interrelated categories de-
fined above. 

the virtual paper museum as supplement to or
substitute for a collection of objects

Almost all collectors attach importance to making objects that they 
do not actually possess available by means of illustrations. Such col-
lections of images that served as supplements or substitutes could be 
found from roughly the middle of the sixteenth century, particularly 
in the hands of physicians and apothecaries or polymaths, but also 
among administrators and at courts where serious research was con-
ducted on the (natural) sciences. 

A well-known example is the collection of images that Cassiano dal 
Pozzo (1588-1657) built up in his house in Rome.8 It was composed of 
more than seven thousand watercolours, sketches and prints of ob-
jects that he did not himself possess: minerals, plants and animals, as 
well as sculptures and other antiquities, buildings and architectural 
decoration, such as the early Christian mosaics of Rome. He often 
commissioned the sketches himself,9 but the collection also accommo-
dated existing material, such as the Syntaxis Plantarum, the archive 
of botanical drawings put together by the noble and scholar Federico 
Cesi, which dal Pozzo acquired after the death of Cesi in 1630. 

Cassiano dal Pozzo, who was in the service of the cardinal 
Francesco Barberini and was a member of the Accademia dei Lincei, 
the scientific society set up by Cesi, can be characterised as a polymath 
who was in contact with many like-minded individuals in Italy and 
abroad. The illustrations functioned as study material in that context. 
The final goal that the collector had in mind was to own a comprehen-
sive visual encyclopædia. 

While in the case of dal Pozzo the term ‘museo cartaceo’ was of his 
own invention, in most other cases the naming of the collections of 
visual material is not documented. We should therefore be wary of 
characterising every collection of drawings of unowned objects as a 
virtual paper museum. Our primary concern here is with the collec-
tion of images that has undergone a certain ‘museification’ and is thus 
more than just a collection of instrumental material. After all, all 
scientific research on tangible objects was accompanied by sketches 
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of those objects. Moreover, every woodcut and engraving used as a 
book illustration was preceded by sketches, which were sometimes 
kept after the printing of the publication. If we were to include all such 
drawings, the title ‘museum’ would lose all meaning. If a group of 
drawings is to be characterised as a paper museum, it must be more 
than just a group of drawings. There must at least be a deliberate poli-
cy of conservation, which means that there has to be a demonstrable 
added value after the original function in the process of research or 
publication to which the drawings owed their existence. This is not 
always easy to determine. For instance, is the fact that more than fif-
teen hundred drawings and watercolours of plants, flowers and fruit 
have been preserved from the collection of the Swiss naturalist Conrad 
Gessner10 an indication of his desire to build up a visual collection, or 
is it simply due to the fact that his death in 1565 prevented him from 
completing the book on botany that he had commenced? Would he 
have kept the drawings tidily after the publication of the book, or 
would they have disappeared sooner or later, as happened in so many 
other cases? 

In short, in the case of such groups of sketches it is not always easy 
to draw the dividing line between the function of instrumental mate-
rial for research, of preliminary drawings for book illustrations, and 
of substitute collection. This is particularly true of those cases in 
which the researcher who had made them was also the keeper; their 
‘museification’ often only emerges clearly at the time of the succession 
of a new owner. An example of this is provided by the watercolours 
and manuscripts of Maria Sibylla Merian that Tsar Peter i and his 
physician Robert Areskin purchased in Amsterdam in 1717. When 
they had belonged to the inventory of Merian herself, they had born 
witness to her daily activity as researcher and artist, or in certain cases 
they had formed material for sale. However, once they had been trans-
ferred to the Russian collection, and especially after their inclusion in 
the Kunstkamera of the Academy of Sciences, they acquired the status 
of forming a part of a (virtual) paper museum.11

A much older example is also interesting in this connection. It con-
cerns the enormous collection of images that the Bolognese natural 
philosopher Ulisse Aldrovandi began to build up in the 1560s along-
side the naturalia and (smaller collection of) artificialia that he owned. 
The drawings were used as study material and as the basis for the illus-
tration of his books on every area of the animal world and on parts of 
the plant and mineral worlds.12 That Aldrovandi regarded the sketch-
es and prints not only as research material but also as a collection that 
was worth keeping in its own right can be seen from the fact that he 
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10. Library of the University of 
Erlangen. See Nissen 1951, 
vol. i, p. 57. 

11. mip Vol. ii, pars prima, 1741, 
pp. 174-176. The sketches were 
thus not stored in the library but in 
the Kunstkamera. Lebedeva (1996, 
p. 64) draws attention to the fact 
that Areskin had already decided 
to store his Merian drawings in the 
same way: as objects with an artis-
tic value and as illustrations of 
natural objects, which thus be-
longed with the artificialia and 
naturalia rather than with the 
books. 

12. The collection, which is still ex-
tant, consists of 2,383 gouaches by 
such artists as Giovanni Neri, 
Jacopo Ligozzi and Cornelius 
Schwindt, bound in seventeen 
bundles, and almost three thou-
sand woodcuts based on those 
gouaches. 
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13. Library of the University of 
Bologna. Exh. cat. Paris 1997, 
p. 292, no. 50; Olmi 1976.

14. U. Aldrovandi, Opera Omnia, 
13 vols., Bologna, 1599-1668. On 
Peter’s own purchase and on Seba 
see Driessen 1996, p. 73. On Are-
skin see Appleby 1983, p. 392. On 
Bruce: Savel’eva and Kopanev 
1989, p. 4. 

15. Horti medici Amstelodamensis 
rariorum tam Africanarum, quam 
utriusque Indiæ, aliarumque per-
egrinarum plantarum [...] descrip-
tio et icones [...], Amsterdam 1697
(vol. i; Johannes Commelin), 1701
(vol. ii; Casparus Commelin). mip
Vol. ii, pars prima,1741, p. 179, 
no. 2 only mentions vol. i. See also 
notes 43, 46 and 57. 

16. See the introduction by Anna 
Radzyun in this publication. The 
Kamchatka expedition, which 
lasted from 1733 to 1743, was led 
by Vitus Bering. Its main purpose 
was to determine whether the 
continent of Asia was connected to 
America in the extreme northeast-
ern region of the Russian empire. 
A contingent of scientists was also 
sent by the Academy to investigate 
and document the geography, 
history, peoples, plants and ani-
mals of the territories traversed. 
They were: the botanist Johann 
Georg Gmelin, the historian 
Gerhard Friedrich Müller, the 
astronomer Louis De l’Isle de la 
Croyère and the all-round natural 
scientist Georg Wilhelm Steller. 
They were assisted by the draught-
smen Johann Christian Berckhan, 
Johann Wilhelm Lürzenius, and 
Johann Cornelius Decker. See Exh. 
cat. Halle 1996. 
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donated it, together with his other collections, to the city of Bologna 
in 1603, two years before his death, with the instruction to continue 
the publication of his work.13 It is debatable whether the scholars in 
St Petersburg were familiar with this original material, but they cer-
tainly knew the books that resulted from it. A number of volumes of 
Aldrovandi’s published works, with a wealth of woodcut illustrations 
based on the relevant drawings, were purchased by Peter the Great in 
Leiden. Others found their way to the Kunstkamera with the collec-
tion of Albertus Seba in 1716, with the library of Peter the Great’s 
physician Robert Areskin in 1719, and with that of Jacob Bruce, a 
high-ranking army officer and, like Areskin, an important collector, 
in 1737. 14

Years before the Academy of Sciences was founded in St Petersburg 
in 1724 and began to employ draughtsmen to record the objects in the 
Kunstkamera, there was thus already a collection in the making, com-
prising sketches, prints and illustrated books purchased abroad, that 
can be considered as a virtual museum presented in images. Many oth-
er examples could be cited besides those of Merian and Aldrovandi – 
including prints dealt with below under the heading ‘real paper muse-
ums’, but which by virtue of their incorporation in the collection in 
St Petersburg came to form a part of the virtual paper museum there. 
For instance, one cannot overlook the illustrated work on the Hortus 
Botanicus in Amsterdam, published in 1697-1701, and the two vol-
umes with reproduction of paintings owned by Louis xiv, the Tab-
leaux du Cabinet du Roi of 1677. 15 This type of visual material not 
only widened the scope of the composition of the collection, but also 
enriched it by linking it with the names of famous researchers and 
powerful rulers. 

Besides this material from elsewhere, the archive of the Academy 
of Sciences kept the sketches produced by and for its members and 
supplemented the Kunstkamera with representations of research 
activities and of objects that were too ephemeral to be capable of pres-
ervation in their original condition. These include sketches done dur-
ing special anatomy sessions, such as the dissection of a lion and an 
elephant, or the field sketches made during the expeditions to Kam-
chatka and elsewhere.16 These practices naturally followed the Euro-
pean traditions that already existed in these fields and which were 
documented in word and image in the library. Thus the library con-
tained not only books by Maria Sibylla Merian but also publications 
by Georg Markgraf and Willem Piso, the scientists and artists who 
had worked for Johan Maurits van Nassau-Siegen in the 1640s during 
the latter’s period as governor of the Dutch colony in Brazil. These 
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publications had also found their way into the Academy library along 
with the books of Robert Areskin. It further contained a group of cop-
ies based on Markgraf’s drawings, probably purchased in Amsterdam 
on Areskin’s initiative during his stay with the Tsar there in 1716-
1717. 17

So the construction of a virtual paper museum followed not only 
the practices of individual scientists in the rest of Europe but also the 
collecting behaviour of administrators and rulers. Collections, includ-
ing the collections of drawings that concern us here, had already ac-
quired a dynastic and political dimension in the sixteenth century. 
The Habsburg dynasty was in the vanguard in this respect. Emperor 
Maximilian i planned to document ‘everything’ in his empire, whether 
it concerned fishing and hunting or weaponry and tournaments. This 
resulted in the first decades of the sixteenth century in a number of vol-
umes of drawings.18 Towards the end of the sixteenth century some of 
these books found their way into the collection of Maximilian’s great-
grandson, Archduke Ferdinand, in Schloss Ambras just outside Inns-
bruck, where they were given a place in the Kunstkammer alongside 
the paintings of birds, fish and other animals that Ferdinand himself 
commissioned.19

At about the same time Rudolf ii had a large quantity of botanical 
and zoological drawings made in his court in Prague. For our purposes 
two albums are especially interesting because they can be character-
ised as a hybrid of a virtual and a real paper museum. These are the 
so-called Museum of Rudolf ii , dating from around 1600: two vol-
umes with 179 oil paintings on parchment depicting both living and 
dead animals and animal parts.20 In many cases they were in the pos-
session of the emperor himself. For instance, there is a painting of the 
foot and a piece of the hide of a rhinoceros, together with a rhinoceros 
horn and a goblet made from the same material, all illustrated on the 
same sheet. An important indication that the objects were presented as 
objects in a collection is the presence of the green table on which the 
objects lie in this and a number of other cases. Parallels can also be 
regularly drawn with the animals mentioned in the inventory of 
Rudolf’s property drawn up in 1607-1611. 21 In the context of a col-
lection of sketches intended to supplement a collection of real objects, 
we are here first confronted with the phenomenon of a collector’s very 
deliberately wanting to represent his collection as a collection. 

Of less importance in the eyes of Rudolf was the demand for dynas-
tic images that was to be seen in the case of Emperor Maximilian I and 
later monarchs. This sort of material, that was intended to confirm the 
rule of the prince for contemporaries and posterity, had come to form 
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17. Appleby 1983, pp. 388-389; 
Boeseman et al. 1990. These 145
watercolours based on the origi-
nals in the Bibliotheka Jagiellon-
ska, Cracow, are kept in the St 
Petersburg Archives of the Russian 
Academy of Sciences (hereafter 
referred to as spbaran). 

18. Maximilian i 1459-1519. 
Exh. cat. Vienna 1996, p. 137. 

19. Ferdinand ii 1529-1595. 
Exh. cat. Vienna/Innsbruck 1995, 
pp. 17, 65-66: paintings on parch-
ment, now attributed to Giorgio 
Liberale. According to Irblich, this 
project was intended ‘um die Kunst-
kammer mit der ganzen Tierwelt 
des Wassers, der Erde und der Luft 
nach dem Wissenschaftsideal einer 
vollständigen Zoologie zu kom-
plettieren’ (Exh. cat. Vienna/ 
Innsbruck 1995, pp. 67-68). 

20. Österreichische National-
bibliothek, Codex. Min. 129 and 
130. The title Museum of Rudolf ii
dates from the nineteenth century. 

21. A number of the paintings are 
attributed to Dirck de Quade van 
Ravesteyn, while the name of 
Daniel Fröschl, keeper of the im-
perial Kunstkammer and probably 
the compiler of the inventory, is 
also mentioned. Hendrix 1997, 
pp. 162-163. See in particular 
Vignau-Wilberg 1990. 
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22. Jansen 1993, pp. 60-62, 65. 

23. mip Vol. ii, pars prima, 1741, 
pp. 153-180 comprises succes-
sively a ‘Catalogus tabularum 
pictarum,’ an ‘Index librorum, in 
quibus archetypæ picturæ conti-
nentur,’ followed by our ‘Icones 
pictæ rerum, quæ in academiæ 
thesauris insunt,’ and finally a 
‘Catalogus librorum, in quibus ære 
expressæ tabulæ coloribus quoque 
ornatæ sunt’. 

24. Cracraft 1997, pp. 258-266. 

25. mip Vol. ii, pars prima, 1741, 
pp. 174-176. 
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a standard ingredient of princely collections. That norm was empha-
sised once again by the model for an ideal Kunstkammer that Samuel 
Quiccheberg drew up for Duke Albrecht v of Bavaria.22 The title of 
Quiccheberg’s treatise, Inscriptiones vel Tituli Theatri amplissimi 
(Munich 1565), already indicates that a good collection should cover 
both objects and images: ‘Inscriptions or titles of the most rich theatre, 
covering the separate materials and excellent illustrations of every-
thing in the universe [...]’. Those illustrations are to be found in the 
first and last categories (‘classes’) of Quiccheberg’s system; the former 
reserves an important place for documentation of the dynasty and the 
territory of the monarch in question: his family tree, maps of his terri-
tory, illustrations of campaigns, sieges, naval battles etc., spectacles, 
festivities and ceremonies, large paintings of native fauna in particular, 
and – classified among the illustrations in their quality as reproduc-
tions – scale replicas (of cities, buildings and fortresses) and models (of 
ships, bridges, etc.). 

The fifth and final category is reserved for oil paintings, water-
colours, drawings and prints, which are of importance for their artis-
tic value (the paintings) or as a supplement (the watercolours, draw-
ings and prints) to the minerals, plants, animals, coins and medals, 
epigraphs and works of art incorporated elsewhere in the collection. 
The drawings and prints, classified in terms of the objects represented, 
very clearly form a paper museum in the virtual sense of the word. As 
images, they compensated for those objects that could not be acquired 
or preserved intact. That is the function that can still be seen almost 
two centuries later in the Kunstkamera in St Petersburg in the form of 
a section for paintings, watercolours and illustrated books.23 There 
too we find traces of the function of documenting the territory. Two 
catalogue entries under books and albums ‘in quibus archetypæ pic-
turæ continentur’ (that is, the category of volumes ‘with original 
drawings and paintings’ that otherwise consisted mainly of the work 
of Maria Sibylla Merian mentioned earlier) refer to plates with family, 
city and provincial devices. This was also a West European type of 
visual material, that Peter the Great introduced to assist in the task of 
restructuring the social and geographical relations in the Russian Em-
pire.24 Examples were required for that as well, and so it is not surpris-
ing to find entry 13 refer to plates with devices of the nobility under 
the French monarch Louis xiv. It is followed by an item, the last in 
this category, that is described as ‘xxiii. Tab. Insigna provinciarum et 
urbium Imperii Russici exhibens, coloribus aqua dilutis pictæ’.25

We are therefore more or less bound to conclude that Peter the 
Great and his advisers were introduced early on to the tradition that 
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the Kunstkammer and library of a self-respecting monarch should in-
clude a rich collection of visual material. At any rate, they came into 
contact with it through the proposals for the organisation of the arts 
and sciences in the Russian Empire with which the philosopher and 
diplomat Gottfried Wilhelm Leibniz had been bombarding the Tsar 
since 1697. Still, it was not just this princely tradition that was Peter’s 
source of inspiration. Research on his scientific and artistic policy has 
shown that, in striving to match other rulers, the Tsar was strongly 
influenced by the traditions that had developed in the Dutch Repub-
lic.26The name of Maria Sibylla Merian has already been mentioned, 
but we should also take into account the many collections of draw-
ings, prints and maps that could be found in the Republic, such as the 
atlases of Laurens van der Hem and Michiel Hinloopen.27 An impor-
tant link between Russia and the Republic, with its economic and sci-
entific activity and its numerous collectors, was the mayor of Amster-
dam and one of the administrators of the Dutch East Indian Company, 
Nicolaes Witsen (1641-1717). He had spent some time in Russia and 
was a major authority on the geography and the different languages 
and cultures of that country. Moreover, he owned not only a collection 
of naturalia and artificialia from Siberia, China, the East Indies, South 
Africa and other regions, but also an extensive atlas with maps, botan-
ical and (what we would now refer to as) ethnographic drawings, 
which he ordered from the Dutch who travelled to those parts. His 
correspondence and his scientific publications show how objects and 
illustrations could be used to complement and throw further light on 
one another; in a number of cases he possessed both the object and a 
drawing that documented the use of that object.28 The reproductions 
of Witsen’s Siberian jewellery in his book Noord en Oost Tartaryen29

will certainly have had an effect on the decision to collect and to 
sketch objects of this kind in St Petersburg. (ill. 2 and 3) Peter the 
Great knew Witsen well and had the book in his possession.30

Parallel to this active practice, there were authors after Quicche-
berg too who made theoretical pronouncements on the desirability of 
a supplementary collection of drawings in a Kunstkammer. Towards 
the end of the seventeenth century Johann Daniel Major, a physician 
and professor at the university of Kiel, likewise recommended the pro-
duction of visual documentation as a supplement or substitute. In fact, 
he wrote in his guidelines for collectors, a large ‘Raritätenbuch’ 
should be compiled with watercolours of all the known rarities in the 
world ‘at the expense of the government’ in order to create an ideal 
Kunstkammer that was not bound by the physical limitations that 
confine every collection.31 What is more, reproductions can help in 

28 • 29

26. Exh. cat. Amsterdam 1996. 
He had been preceded in this by, 
among others, Friedrich Wilhelm, 
the Great Elector of Brandenburg. 
Nissen 1951, vol. i, pp. 78-80. 

27. An atlas is ‘a private collection of 
maps and topographic illustra-
tions, possibly combined with 
series of portraits of monarchs, 
military officers and scholars, 
mythological scenes, costumes, 
and images of plants and animals’. 
Van Gelder in Exh. cat. Amster-
dam 1992b, p. 10. Such atlases 
seem to be the bourgeois equiva-
lent of the types of visual material 
included by Quiccheberg in his first 
and fifth categories, except that the 
vision of the Dutch collectors ex-
tended much wider over the 
‘whole’ world, instead of the em-
phasis on one particular dynasty 
and territory that characterised the 
princely collections. On the other 
hand, the territories for which the 
Dutch East India Company held a 
monopoly filled four volumes of 
the atlas of Van der Hem. 

28. Van der Waals 1992, p. 156 and 
cat. no. 318: shields and body 
decoration of Ceramese warriors. 
For his drawings of plants and 
animals see, for example, the 
Codex Witsenii of 1692 (Wilson 
et al. 2002). 

29. The chronology of these events is 
eloquent: Witsen established his 
Siberian collection in 1703. The 
first edition of his book, however, 
came out in 1692, followed by a 
second in 1705 and a third in 
1785. The second and later edi-
tions were illustrated. The Kunst-
kamera collection in question was 
largely acquired through the gov-
ernor of Siberia in the years 1715-
1718. Peter i subsequently dis-
patched the researcher Daniel 
Gottlieb Messerschmidt to this 
part of the empire in 1719. 

30. On the other hand, if we compare 
the Russian drawings of the 1730s 
with the Dutch illustrations, a 
striking difference emerges. While 
the Dutch illustrator depicts the 
jewellery displayed on a piece of 
wood covered with paper and is 
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ill. 2. Unknown artist, Scythian 
plaques and jewellery. Etching from: 
Nicolaas Witsen, Noord en Oost 
Tartarijen (Amsterdam, 1705), after 
p. 748. Artis Library, University of 
Amsterdam, inv. no. 230:7
ill. 3. Unknown artist, Scythian 
plaques and jewellery. Etching from: 
Nicolaas Witsen 1705 (see fig. 2). 

not afraid to deploy trompe l’oeil 
effects such as tears in the paper 
and curling edges, the Russian 
artists confine themselves to mak-
ing direct representations of the 
objects, without much of a sugges-
tion of a surface. Such issues con-
cerning the style of representation 
deserve more attention than we 
can give them in the present publi-
cation. 

31. J.D. Major, Unvorgreiffliches 
Bedencken von Kunst und 
Naturalien Kammern ins gemein, 
(originally) 4 vols., Kiel 1674; 
1704 edition: chapter viii, sections 
12, 13 and 14 on pp. 18-19. 

32. Major 1704, chapter viii, section 
5 on p. 16. The studio context that 
Major envisages for the production 
of the drawings is also interesting 
and relevant for the situation in 
St Petersburg. He complains that 
the managers of collections are, 
generally speaking, not practical 
enough, by which he means that, 
beside their unmistakable scientific 
qualities, they do not have suffi-
cient mastery of the skills required 
to preserve a collection properly 
and in an orderly fashion, such as 
drawing, making scale reproduc-
tions, etching, polishing, carpentry 
and the use of adhesives. 
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the preservation of a good arrangement: for example, if an object is 
too large to be placed with others of the same type, the problem can be 
solved with a ‘small drawing on a reduced scale’.32 Since Major’s pub-
lication was available in the libraries of Robert Areskin and Jacob 
Bruce,33 both of which were incorporated in the book collection of the 
Academy of Sciences, it may be assumed that members of those circles 
were familiar with proposals of this kind, especially as Major’s recom-
mendations simply put into words a practice that had already become 
common from about 1560. In his case, though, the visual summary of 
‘the great book of nature’ was deployed in the scientific project of 
what he called his own ‘experimental era’. 

In a certain sense, if we pass over his religious interjections for a 
moment, the pragmatic physician Major was already ventilating in 
1674-1675 the same sort of ideas that Gottfried Wilhelm Leibniz 
would attempt to impress upon the Tsar in the late 1690s. On the oth-
er hand, we should realise that Leibniz’s proposals were a part of the 
plan for a universal world encyclopædia, on which he had been work-
ing for decades. What is interesting for present purposes is that he as-
signed an important role in that project to images. The summary that 
he envisaged of all available knowledge was to be supplemented with 
an Atlas Universalis, modelled on the collection of prints of Michel de 
Marolles that Louis xiv had purchased in 1667 at the instigation of 
Colbert.34 Leibniz made similar proposals to Peter the Great. In 1697
he advised the Tsar to install cabinets in which ‘as for nature, it is par-
ticularly necessary to include stones, metals, minerals, real plants or 
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imitations of them, dried or embalmed animals, skeletons, paintings 
and other imitations of what cannot be obtained as an original [italics 
dm]’.35 In addition he recommended the establishment of a library 
with not only books and manuscripts, but also ‘a large quantity of 
figures, woodcuts and copper engravings, like the 100 volumes to be 
found in the Royal French Library with figures and sketches, in which 
everything that is otherwise described in words is also presented to the 
eyes’.36

Leibniz therefore envisaged a three-stage model: objects, drawings 
or prints, and texts or books. It was a model that was very common at 
the time and that Peter could have observed extensively at first hand 
during his European journeys of 1697-1698 and 1716-1717. 

the real paper museum as representation of the
objects in an actual collection

Though in theory a distinction can be drawn between the virtual 
and the real paper museum, in practice they coexisted without much 
emphasis being placed on the difference between them. The albums 
of Rudolf ii have already been mentioned, which are a combination 
of the two variants. It is also practically certain that the decision to 
initiate the drawing activities in St Petersburg that resulted in the 58
boxes with ‘Icones pictæ’ was not based exclusively on any single 
model. It is more likely that the first impulse goes back to Peter’s intro-
duction to a number of researchers during his European journeys. 
They showed him their own research material, that usually also in-
cluded drawings and prints. Whether that visual material referred to 
objects that belonged to them or not probably had little effect on their 
influence as a source of inspiration. Particularly relevant in this con-
nection are the drawings and printed works of Maria Sibylla Merian 
and her daughters in Amsterdam. The purchase of almost all of this 
material by Areskin and the Tsar himself, and the invitation to 
Merian’s youngest daughter, Maria Dorothea Graff, to join his em-
ploy together with her husband, the painter Georg Gsell, point in the 
same direction. After all, it was in connection with the appointment 
of this scientific artist that we find the first specific reference to the type 
of activity which was to get under way on such a scale in the 1730s 
and 1740s: it was laid down in 1723 that ‘Mrs Gsell’ would make wa-
tercolours ‘after nature’ of the objects in the Kunstkamera in accord-
ance with the instructions of the director. Those objects consisted of 
animals and plants, ‘works of art’ and antiquities, including those 
which were to be added to the collection at a later date.37 It therefore 

30 • 31

33. It contained Michæl Bernhard 
Valentini, Museum museorum [...], 
Frankfurt 1704, which included 
Major’s text. On Areskin see Ap-
pleby 1983, p. 392. For Bruce see 
Savel’eva and Kopanev 1989, p. 
291. 

34. Schulte-Albert 1972, p. 63. See 
too Balsiger 1970, pp. 783-787
and 1955, pp. 44-45 (Marolle’s 
collection as ‘a paper Kunst- und 
Wunderkammer’) and pp. 164-169
(Marolle’s introduction to his 
catalogue of 1666). Sauvy 1973, 
p. 104. 

35. Guerrier 1873, no. 13, p. 17. 
36. Guerrier 1873, no. 240 (1716), 

pp. 349-350; see too no. 73 (1708), 
p. 97. It is interesting that in all his 
proposals to Tsar Peter, Leibniz 
emphatically underlined the im-
portance of cabinets with appara-
tus, machines and instruments – 
a category of objects that was to 
occupy a significant place in the 
St Petersburg Academy, including 
drawings of them. 

37. The director of the Kunstkamera 
was Laurentius Blumentrost, the 
man who formulated the project 
for an Academy of Sciences with 
librarian Johann Daniel Schum-
acher in 1724 and who became its 
first president after its foundation 
in 1725. Maria Dorothea’s (draft) 
contract may have been drawn up 
by him. The other tasks mentioned 
are interesting too: she was ex-
pected to contribute to the ‘decora-
tion and ornamentation’ of the 
cabinet and to train apprentices. 
She was provided with brushes, 
paint, paper and parchment and 
received a salary of 300 roubles a 
year commencing on 1 September 
1723. Administration of the Kunst-
kamera, spbaran, f. i, op. 3, no. 
2, 161 reverse -162. With thanks to 
Jozien Driessen. 
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38. In the Netherlands Peter or his 
assistants could have seen the col-
lection of drawings of the Delft 
physician Hendrik d’Acquet, for 
example. Three volumes with 
about 1,000 leaves of these draw-
ings of animals and plants are still 
extant, which can only be a frac-
tion of the original total. D’Acquet 
had a number of his drawings 
reproduced for the publication of 
D’Amboinsche rariteitkamer of 
Georg Everhard Rumphius (Am-
sterdam 1705). That book found 
its way with the library of Areskin 
to the Academy of Sciences. Apple-
by 1983, p. 393. Seba had also 
supplied the Tsar with a copy in 
1716 when his collection was sold 
(oral communication, Jozien 
Driessen). For Rumphius see Exh. 
cat. Amsterdam 1992a, vol. 2, nos. 
260-261 and Exh. cat. Delft 2002, 
pp. 112-125. 

39. In this connection it is interesting 
to consider the arguments used by 
the president of the Academy, 
Johann Albrecht Korff, in 1733 in 
the Senate to request more funds 
for the by now expanded drawing 
and engraving facilities of this 
institution and its press: ‘Although 
some would argue that Paris has an 
Academy, that London and Berlin 
have learned societies and that 
none of these have their own print-
ing house nor an engraving work-
shop nor other skilled workmen, 
and so we do not need them here 
either; but they are wrong in their 
judgement; for in Paris, London 
and Berlin, where science and 
learned accomplishments have 
flourished for so many years, there 
they have printing houses, engrav-
ers and other skilled craftsmen in 
abundance, but here we cannot yet 
boast of that. If God gives his bless-
ing in what has been begun, then 
perhaps in a few years time we can 
get rid of these labours and special 
expenses’. Cited in Thomas 1988, 
p. 26, who refers to Kopelevich 
1977, p. 131. 

40. See the introduction in this vol-
ume (Themes for further research) 
and the contribution by Andrey 

looks like an early formulation of the plan for a paper museum, as a 
logical follow-up to the appointment of a practising natural scientist 
and artist who could count on a long family tradition. Whether they 
had examples of the drawn reproductions of existing collections in 
mind is not documented, but it seems natural to assume that the illus-
trated scientific books and catalogues that were available in St Peters-
burg by this time must have had a stimulating effect.38 It should be 
borne in mind that the desire to produce such publications in Russia 
too in the future almost automatically meant relying on the objects in 
the Kunstkamera for the illustrations – at least, if the intention was 
not simply to copy already existing images that had been made abroad 
– since at this time there were not many other collections in the coun-
try that could serve as a reservoir for visual material. Seen in this light, 
the decision to have drawings made of the Kunstkamera collection has 
a somewhat different character from what the same step in a country 
with a long tradition of free enterprise in the field of the arts and sci-
ences would have meant.39

Unfortunately little is known about Maria Dorothea’s stint in 
St Petersburg. No signed or otherwise documented work of hers has 
been found to date, and hardly anyone has ventured to make attribu-
tions. Natalya Kopaneva claims that Maria Dorothea coloured the 
engravings in one of the first books to be produced by the newly 
founded Academy press, Johann Christian Buxbaum’s Plantarum 
minus cognitarum centuria i(-v) complectens plantas circa Byzantium 
& in Oriente observatas (St Petersburg 1728-1740). (fig. 3) There are 
also good grounds for assuming that the designs for these engravings 
were made by Maria Dorothea.40 Moreover, it is probably possible to 
deduce something about the function of the paintings that she made in 
the 1720s from the description of her tasks and the nature of the mate-
rial that was made available to her. What is striking is that during 
those years Maria Dorothea worked on parchment and not just on 
paper, the less durable and less expensive material of the Kunstkamera 
drawings of the 1730s and 1740s. Were the parchments from those 
early years finished products, or were they designs for engravings to 
illustrate an album or illustrated catalogue of the Kunstkamera? In 
view of the lack of documents with an explicit reply to this question, 
it is worth examining what kinds of practices were current in other 
countries at the time. 

To serve as designs for prints was not the only possible function of 
paintings on parchment. There might be other reasons for a collector 
to want to record his collection in unica and to choose this de luxe ma-
terial for that purpose. This is demonstrated, for example, by the 
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paintings that Louis xiv had made of the plants in his botanical gar-
den by Nicholas Robert. For several decades Robert had been painting 
the plants in the garden in Blois of Gaston d’Orléans, an uncle of the 
king. After Gaston’s death in 1660 these five folio volumes of costly 
vélins came into the possession of Louis xiv, who decided to continue 
this tradition on the advice of his minister Colbert, who was in charge 
of the king’s library. Louis created the position of royal miniature 
painter with official quarters in the botanical garden and appointed 
Robert to the post. This resulted in a large collection of paintings of 
plants and later also of birds. It was so artistic and attractive that 
Colbert had copies made by Robert and his assistants.41 But the vélins 
were not intended to serve as the basis for prints. Their most impor-
tant quality lay in their nature as exclusive works of art, though this 
was compatible with their duplication once only for the king’s most 
powerful minister. In this respect this project differed from the other 
sketching activities that Colbert sparked off and which proceeded 
from the Académie des sciences. Their main purpose was a scientific 
one: the drawings made during expeditions, such as Tournefort’s ex-
pedition via Greece and Asia Minor to Persia in 1700-1702, and the 
drawings for a large natural history of the plant world did lead to pub-
lications.42 I shall return to these activities in the following section in 
connection with the so-called Cabinet du Roi, a large-scale enterprise 
intended (among other things) to make the king’s collections world-
famous by means of prints. In the case of the vélins, however, they re-
sembled the real collection in terms of function: both the collection 
and the vélins were to be unique. An advantage that the painted ver-
sion had over the actual collection of plants was that it showed them 
in their unchanging beauty, alive and intact, and all blooming at the 
same time. In this way the proud owner could show the collection to 
visitors at any time and without much of an effort. 

Could Peter i have had a similar function in mind? Given his practi-
cal and general unceremonious attitude, it is unlikely that he was par-
ticularly interested in uniqueness and artistic value. He was primarily 
concerned with functionality in the framework of scientific investiga-
tion, and a different type of visual material was more suitable for that 
purpose. 

For parchment could also be used for paintings that were intended 
to serve as the basis for prints for dissemination, whether in colour or 
not. The result was a double product: a luxurious corpus of unique 
paintings, and a publication that was both representative and academ-
ic in nature. A good example is the publication of the Amsterdam 
‘Medicyn-Hoff’, which had just gone into production when Peter 
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Sytin. The prints were made by 
Alexey Zubov, an engraver who 
was trained in Moscow by the 
Dutch engraver Adriaan Schoone-
beek. Kopaneva suggests that the 
‘unknown artist’ who converted 
the field sketches into designs for 
these engravings might have been 
Maria Dorothea too. Nor is it 
ruled out that work by her is to be 
found among the many unsigned 
Kunstkamera drawings. After all, 
she and her assistants worked on 
this project from the start in the 
early 1730s, and probably contin-
ued to do so down to her death in 
1743 at the age of 65. 

41. Nissen 1951, vol. i, pp. 96-97; 
Exh. cat. Vienna 2001, pp. 94, 
120. The copies were sold around 
1728 to Eugene of Savoye as the 
originals of Robert. 

42. Drawings by Nicolas Robert, 
engraved by Abraham Bosse, with 
a group portrait of the members of 
the Academy in the company of the 
King and Colbert as frontispiece, 
engraved by Sébastien Leclerq. 
Nissen 1951, vol. i, pp. 97-98. 
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43. Horti medici Amstelodamensis 
rariorum tam Africanarum, quam 
utriusque Indiæ, aliarumque per-
egrinarum plantarum magno stu-
dio ac labore, sumptibus civitatis 
Amstelædamensis longa annorum 
serie collectarum, descriptio et 
icones ad vivum æri incisæ, Am-
sterdam 1697 (vol. i; Johannes 
Commelin ed.), 1701 (vol. ii; 
Casparus Commelin ed.). Printed 
in two columns with parallel text 
in Dutch and Latin. Exh. cat. 
Amsterdam 1992c, no. 6.4 a and b. 

44. This so-called Moninckx atlas 
consists of nine volumes and is 
kept in the Library of the Univer-
sity of Amsterdam (Hs. vi G 1-9). 
See also http://dpc.uba.uva.nl/ 
CollectieBotanie. The drawings 
were made between 1686, five 
years after the establishment of the 
garden, and 1707. An attempt was 
made to resume the work in 1749, 
which led to an additional five 
watercolours, this time on paper. 
Exh. cat. Amsterdam 1992c, no. 
6.1, 2. Nissen 1951, vol. 1, p. 85
and vol. ii, no. 389. See further 
Wijnands 1983. 

45. A total of 111 of these designs for 
the engravings have been preserved 
(Library of the Wageningen Agri-
cultural University, Spec. coll. 
R 361 B05). Exh. cat. Amsterdam 
1992c, no. 6.3. 

46. mip Vol.ii, pars prima, 1741, 
p. 179, no. 2: ‘Horti medici Ams-
telodamensis rariorum plantarum 
historia. Cum tabulis in æs incisis, 
quibus colores addidit Mar. Sib. 
Meriana. fol.’. 

47. Ovenell 1986, pp. 50-51. Various 
catalogues without illustrations 
were drawn up from 1683 on-
wards with the intention of having 
them printed. See MacGregor 
2000. 
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visited the Dutch capital for the first time in 1697-98: the Horti medici 
Amstelodamensis [...] plantarum [...] descriptio et icones. 43 (ill. 4) 
The 420 watercolours on parchment on which this edition was based 
were mainly the product of Jan Moninckx and his daughter Maria.44

It is noteworthy that the artists included two other women, namely 
Alida Withoos and Maria Dorothea Gsell’s sister Johanna Helene 
Herolt. Right from the start, Jan Commelin, the superintendent of the 
garden, wanted a representative publication of the main plants that 
grew there. After a selection had been made from the original paint-
ings and 28 new ones had been added, the result was a two-volume 
work with a total of 230 copper engravings. It is extremely likely that 
when the Tsar and his advisers were orientating themselves in Amster-
dam in 1697-1698, they saw the first volume with their own eyes fresh 
from the press and could also learn about the different stages of pro-
duction that the illustrations for such a book went through: from 
painting via pen drawing in Indian ink to engraving,45 crowned by the 
addition of colour by a skilful hand. At any rate, the publication turns 
up in the 1741 catalogue of the Kunstkamera in an edition hand-
coloured by Maria Sibylla Merian.46

Maria Dorothea’s earliest activities in St Petersburg may well have 
been in line with this tradition, which will be discussed in more detail 
in the following section. However, the recording of a collection on a 
durable material like parchment could have yet a third function, and 
one connected more with registration and measures to prevent theft 
and decay. One of the few motivations for a paper museum that has 
come down to us emphasises that function. It is the Statutes, Orders 
& Rules, for the Ashmolean Museum in the University of Oxford of 
21 June 1686, in which the founder Elias Ashmole specified in point 6: 
‘That whatsoever naturall Body that is very rare, whether Birds, In-
sects, Fishes or the like, apt to putrifie & decay with tyme, shalbe 
painted in a faire Velome Folio Booke, either with water colors, or at 
least design’d in black & white, by some good Master, with reference 
to the description of the Body it selfe, & the mention of the Donor, in 
the Catalogue; wch Booke shalbe in the Custody of the Keeper of the 
Musaeum, under Lock & Key’. He added in point 12 that not a single 
object may be lent ‘unless to be delineated or engraved, for the preser-
vation of its memory, in case it be perishable’. Regrettably, this book 
of drawings was never made.47

The most likely hypothesis is that several motives simultaneously 
lay behind Maria Dorothea’s instructions of 1723 to copy all the 
plants, animals, ‘works of art’ and antiquities of the Kunstkamera, 
and that one of them was the need for a practical visual compendium 
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in the style of Ashmole’s (unfulfilled) project for a book. There is no 
reason to suppose that Peter and his retinue came across the idea when 
they visited the museum in Oxford in 1698. It looks as though this 
demand for a visual record was shared by more than one collector. 
Besides preserving ephemeral objects, a visual inventory provided the 
owner and the user with a literal survey of the collection, which was 
much harder to obtain on the basis of the objects themselves. But the 
distance between demand and fulfilment was apparently greater else-
where than in St Petersburg. It was probably the rapid expansion of 
the Kunstkamera there that made the need more urgent for a survey, 
especially in the mid-1720s, when the move to the new Kunstkamera 
premises was imminent.48

The later drawings on paper also had this function (among others) 
of providing a register. Its importance proved to be extremely topical 
when a fire broke out on 5 December 1747 that severely damaged the 
museum building and the collection. After that catastrophe the draw-
ings proved their worth, particularly because in many cases they in-
cluded an inscription that referred to the cupboard and shelf where the 
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ill. 4. Frontispice of Casparus 
Commelin, Horti medici Amsteloda-
mensis rariorum[…] plantarum ]…] 
descriptio et icones […], Vol. ii, 
Amsterdam, 1701, Library Teylers 
Museum, Haarlem 

48. The new Kunstkamera on 
Vasilievsky Island was opened in 
1728, although the building was 
not yet completely finished. 
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49. Shafranovskaya 1969. 

50. Driessen 2003. Volumes iii and 
iv were published posthumously in 
1759 and 1765 respectively. Seba 
had already died in 1736, and the 
cabinet was auctioned in 1752. 

51. See note 37. 

52. Black 1986, p. 89 refers to the 
anti-German policy of the Empress 
Elizabeth. The fear that informa-
tion might leak out to other coun-
tries was fanned by the premature 
return of a number of members of 
the Academy to Germany: the 
mathematician Leonard Euler and 
the anatomist Johann Georg Du-
vernois returned in 1741, followed 
by the astronomer Gottfried Hein-
sius and the physicist Georg Wolf-
gang Krafft in 1744-1745. The 
botanist Johann Georg Gmelin 
‘deserted’ in 1747. Security officers 
were placed in the printing press, 
the library and the Kunstkamera in 
the same years. See also Exh. cat. 
Halle 1996, p. 313. 

53. mip Vol. ii, pars prima, 1741, pp. 
176-178. See Introduction, ill. 4
and 5.
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object in question had been displayed and to its number in the mip cat-
alogue of 1741-1745. The combination of image and text made it pos-
sible to see what had been lost and on that basis to undertake appro-
priate action to replace it. Thus in 1753 an expedition to China was 
given copies of the drawings that had been made before the fire with 
instructions to acquire replacements for the illustrated objects.49 In 
the case of the reconstruction of the collection of animals, which had 
been just as seriously affected by the fire, use was made of another pa-
per museum: the richly illustrated catalogues of Albert Seba’s (second) 
collection, the Thesauri of 1734 and 1735, enabled the administrators 
of the Kunstkamera to make selective purchases when that cabinet 
came onto the market a few years after the fire.50

Another point of resemblance between the procedure in St Peters-
burg and the statutes of the Ashmolean Museum is the emphasis on 
the security of the drawings, with the difference that in St Petersburg 
there was concern about the misappropriation of intellectual property, 
something which does not appear to have been an issue in Oxford. 
Maria Dorothea Gsell’s contract of 1723 stipulated that ‘copies of 
what she is given to illustrate may not be passed on to anybody with-
out permission [of the director of the Kunstkamera]’.51 Apparently it 
was not the intention that those images should circulate freely and 
dilute the uniqueness of the Kunstkamera collections. A similar em-
bargo on drawings (and other items) can be found in the handling of 
the material from the Second Kamchatka Expedition, which was 
moved out of the Academy in 1744 from fear of its being copied for 
the benefit of foreign monarchs.52 It is not known whether the 58 box-
es of the paper museum were kept ‘under Lock & Key’, as the album 
in the Ashmolean Museum was. Together with the albums of plates 
and illustrated manuscripts of Maria Sibylla Merian mentioned above 
under category 1, they were stored in room uu on the first floor of the 
Kunstkamera, next to the large room with the anatomical and zoolog-
ical collections of Ruysch and Seba. The fact that the boxes with 
drawings are listed in the catalogue of 174153 indicates that they were 
regarded as a component of the collection that, like its other parts (the 
objects, albums and books), could be consulted and used, in the first 
instance by the members of the Academy of Sciences itself. 

A number of the drawings were engraved on 26 copper plates in the 
year 1747. It may be concluded from this that the corpus of drawings 
was assigned the function outlined above of providing material for an 
album of prints and/or an illustrated catalogue. In this respect too, the 
Academy of Sciences was following in the footsteps of a number of 
similar enterprises in the rest of Europe. 
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editions of prints

Mention has already been made of the two albums of the Hortus 
Medicus in Amsterdam (1697-1701), which contained a total of 
230 prints showing the most important plants of this botanical gar-
den. It was suggested that publications like this may have prompted 
Peter the Great to appoint Maria Dorothea Gsell to record the objects 
in his Kunstkamera in paintings. In the light of this background, it is 
noteworthy that, as far as we know, no album of plants was made in 
St Petersburg, presumably because the botanical garden there did not 
(yet) lend itself for such a project. We know that drawings were made, 
however, of the dried plant material that was kept in the Kunstkamera 
when Johann Wilhelm Lürzenius sketched (certain leaves from) the 
herbarium of Frederik Ruysch around the end of the fourth decade of 
the eighteenth century, but these drawings are no longer extant.54

The plates of 1747, engraved after drawings of objects in the 
Kunstkamera by Ivan Sokolov and coloured by Andrey Grekov – 
both of whom were former pupils of the Gsells – cover a very different 
thematic field.55 Apart from a few Russian memorabilia (such as the 
key of the city of Derbent), they concern primarily Siberian and a few 
South Asian antiquities – approximately 100 objects in 26 plates. 
The precise purpose of the prints is not known. Before considering 
whether they – and thereby indirectly the drawings on which they 
were based – were intended for an album of highlights, it will first be 
necessary to examine that type of publication more closely elsewhere 
in Europe. 

The production and publication of such luxurious publications of 
the objects in a collection was an expensive and painstaking task. It is 
therefore hardly surprising that it was often well-to-do private indi-
viduals who managed to produce works of this kind (such as Levinus 
Vincent and Jacob de Wilde, as well as Seba). It is even less surprising 
that monarchs (or, in the case of the Amsterdam Hortus Medicus, an 
institution under the control of the municipal authority) embarked on 
similar enterprises. They had political motives too, which justified the 
large expense and effort involved. The print editions were sometimes 
incorporated into a larger corpus of images of mile-stones in the field 
of politics or science during the régime of the ruler or authority con-
cerned. The work as a whole was intended to be distributed to the 
honour and glory of whoever had brought these collections together 
or had enabled these activities. This was done very explicitly at the 
court of the French king Louis xiv, where the aim was to produce a 
visual showcase in which the history and the current achievements of 
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54. The ‘Icones plantarum’ in the 
corpus, which accounted for no 
less than 11 boxes, had a different 
sort of connection with the objects 
that were physically present in the 
museum than was the case for the 
other categories of objects. There 
were two herbaria in the Kunst-
kamera (at least according to the 
mip of 1741), namely those of 
Frederik Ruysch and Johann Am-
man, as well as a group of aquatic 
plants. According to the same 
source, the boxes with ‘Icones 
plantarum’ contained not draw-
ings of these (dried) plants, but 
drawings of plants that grew in 
South Africa (Cape of Good Hope) 
and South-East Asia. Box x also 
contained copies of the illustra-
tions in Buxbaum’s Centuriæ. 
Nevertheless, drawings were made 
of herbarium plants. Lürzenius 
sketched not only Ruysch’s her-
barium but also that of Johann 
Georg Gmelin for the publication 
of the latter’s Flora Sibirica, vol-
umes 1 and 2 of which were pub-
lished by the Academy in 1747-
1749. 

55. The first impressions were lost in 
the fire of 5 December 1747, but 
the 26 copper plates survived. In 
1748 Sokolov was instructed to 
make prints from the plates again, 
this time in sixfold, and to give the 
prints to Grekov to be coloured. 
Only 10 of the 26 coloured prints 
have been found (Hermitage, inv. 
nos. 8890-8899). There is also an 
impression of the whole series, 
though without colour, that (ac-
cording to information provided 
by Galina Printseva) was bound in 
a volume with the title Monumenta 
Siberica – although it included 
illustrations of objects from other 
regions too – in the first half of the 
nineteenth century (Hermitage 
Library, inv. no. 20005). 
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56. Sauvy 1973, p. 121; 
Grivel 1985, p. 47. 

57. J.D. Schumacher to the Reverend 
Clermont in Amsterdam, St Peters-
burg 1 April 1718: spbaran, f. i, 
op. 3, no. 2, 76 reverse -78. With 
thanks to Jozien Driessen. 

58. Lhotsky 1941-45, vol. ii, p. 400. 

59. Peter adopted the title of Emperor 
(imperator) in 1721, when Estonia 
and Latvia were incorporated in 
the Russian Empire by the terms of 
the Peace of Nystadt. 
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the royal house in the field of politics, science and the arts could be dis-
played. The production of the prestigious vélins in the 1660s has al-
ready been mentioned. Simultaneously an extensive series of prints 
was issued, not only of the king’s tapestries, coins and medallions, 
plants, animals, sculptures and paintings, but also of his palaces, fes-
tivities, battles and of the cities that he had taken, all to illustrate his 
glorious rule. They were printed in the Imprimérie royale, while the 
preparatory work was undertaken by the Académie royale des beaux-
arts and the Académie royale des sciences (the former had been found-
ed in 1663/64 and the latter in 1666 to centralise and promote the arts 
and sciences and to put them to the service of the monarchy). The 
propaganda potential of prints in particular was recognised, especially 
by Colbert, who had become Surintendant des bâtiments, arts et man-
ufactures in 1664. He ensured that the sheets, the work of artists like 
Sébastien le Clerc and Abraham Bosse, were all of the same format 
and were combined in thematic recueils, in many cases with a lengthy 
text (supplied by figures such as André Félibien and Claude Perrault). 
The king used the collections as gifts; via his ambassadors and via Jes-
uit missionaries, they fulfilled the same function abroad in countries as 
distant as Persia. They were also retailed on the free market.56 Peter 
the Great, who had well orientated himself in Paris, had a few of them 
in his library, including the two volumes with the Tableaux du Cabinet 
du Roi (Paris 1677). The publication of the series of medallions struck 
in honour of Louis’ heroic feats made a particularly strong impact. 
This album of Médailles sur les principaux événements du règne de 
Louis le Grand, avec des explications historiques (Paris 1701) was 
ordered for the Tsar in Amsterdam in 1718 by Schumacher, together 
with two volumes of the Thesaurus Brandenburgicus (Berlin 1697), 
the publication of the collection of gems and coins of Friedrich iii/i
of Brandenburg-Prussia.57 The latter also owned an exemplar of the 
French album, as did Emperor Karl vi, who after his coronation in 
1711 followed the example set by Louis and ordered the production 
of a Historia metallica seu numismatica Imp. Caroli vi. 58 Peter the 
Great began to immortalise his military achievements in medallions in 
1695/96, and it was a matter of course that drawings would later be 
made of them too. If we take these albums into consideration, we can 
assume that the medallions were drawn with the intention of eventu-
ally using these drawings as the basis for a printed edition to celebrate 
the honour and glory of the Russian Emperor. 59 This ambition was 
not realised. The same is true of the collection of ancient coins, which 
was also drawn in the years 1740-1750. 
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The French project raises the question of where the border between 
the publication of a paper museum and that of a ‘paper princely en-
tourage’ or of ‘paper feats’ really lies in the context of the courtly cul-
ture of the seventeenth and eighteenth centuries. The total of these col-
lections has become known as Le Cabinet du Roi – effectively a pars 
pro toto, since this title originally applied only to the first of the two 
collections of reproductions of the paintings (1677) and to the one 
with the ancient coins (undated). After all, the other subjects depicted 
were not to be found in a ‘cabinet’, and in many cases were not even 
objects that could be collected (buildings, festivities, battles). Images 
of plants and animals, i.e. illustrations of objects that could be collect-
ed, were incorporated in Mémoires pour servir à l’histoire naturelle 
des plantes or des animaux. These were illustrated scientific studies, 
not print editions of a collection, even though the study objects in 
question could be found in the royal garden and zoo. Nevertheless, 
this enterprise must be mentioned in its entirety here precisely because 
it throws light on the customary embedding of princely collections, 
along with their academic study and their representation in drawings 
or prints, within a political or even propagandistic context.60 In this 
respect, this French enterprise ultimately goes back to the programme 
that Quiccheberg had outlined in his Inscriptiones of 1565. 

This theme naturally raises the question of what the situation was 
like in Russia. What connections existed there in the period from 
about 1724 to 1760 between the drawing and engraving activities 
of the Academy of Sciences, on the one hand, and the desires and de-
mands of the successive tsars, on the other? There is no shortage 
of prints of battles, (coronation) festivities and fireworks that attest to 
the existence of such connections,61 but in the case of the drawings of 
objects from the Kunstkamera there is little evidence of a direct rela-
tion with the court. Apart from the decree issued in 1727 by Peter ii
(who was twelve years old at the time) for the compilation of a cata-
logue with illustrations of the most important objects in the collection, 
and the instruction to Lürzenius in 1746 to make copies of 48 draw-
ings by Maria Sibylla Merian for the Empress Elizabeth,62 no cases are 
otherwise known of direct imperial intervention in the drawing of ob-
jects in the collection nor, on the part of the Academy authorities, 
of any form of catering to imperial whims in this direction, although 
in the late 1730s, once Schumacher had got down to work on the cata-
logue, the Senate did exert pressure to have the job completed.63 This 
promising field of research unfortunately lies outside the scope of the 
present publication. For the time being we can only respond with as-
tonishment to the fact that, if we include the preliminary steps taken 
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60. On the function of visual 
material in the construction of the 
image of a monarch see also Burke 
1992 and Völkel 2001 (though 
neither author discusses the role of 
collections in that context). 

61. See Driessen 1996a, pp. 101-105
and Werrett 2000, especially for 
the fireworks. Cracraft 1997 pro-
vides many examples and speaks 
on p. 167 of ‘Peter’s harnessing of 
the new imagery in support of his 
own monarchy’, a policy that was 
continued by his successors. 

62. Stetskevich, this publication 
note 56 refers to Materialy 1885-
1900, vol. 1, p. 295. 

63. Stetskevich, this publication 
note 57 refers inter alia to Kope-
levich 1977, p. 121. 
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64. See note 5. Stetskevich notes that 
no dated drawings from the years 
1739-1742 have been found to 
date. However, it is difficult to 
draw conclusions from that ab-
sence, since we only have a part of 
the original total number of draw-
ings at our disposal and only a 
limited number of the drawings 
that are known to us are dated. 

65. Johann Daniel Schumacher, li-
brarian of Peter i from 1714 and 
head of the Kunstkamera from 
1718 (when it was still kept in the 
‘House of Kikin’), was appointed 
head of the chancellery of the 
Academy in 1728. He played an 
extremely important role there, at 
first beside the Academy presidents 
Hermann Karl von Kayserlingk 
(1733-1734) and Johann Albrecht 
Baron Korff (1734-1740), and 
subsequently, during a period 
when there was no president, as 
head of the institute, a position 
that did not change when in 1746
Kirill G. Razumovski was ap-
pointed president. The only break 
in his career was his suspension 
from 1741 to 1743. Schumacher 
died in 1761 at the age of 71. 
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by Maria Dorothea Gsell, work on the drawings continued without 
flagging from about 1724 to 1760 under six different tsars and tsari-
nas, in spite of all the political changes of direction.64 The years 1740-
1741 (two coups d’état) and 1741-1743 (a conspiracy within the 
Academy against Schumacher) in particular were very tumultuous, 
but this does not appear to have had any consequences for the draw-
ing activities. Apparently there were forces at work that were capable 
of standing up to everything, the most important of which was prob-
ably Schumacher himself.65

There was no actual publication of one or more albums in St Peters-
burg in the period 1730-1760, but it cannot be fortuitous that the 
prints that were made concerned Siberian and Tartar antiquities (ill. 5, 
6 and 7) – a field that we can refer to as the archaeology of the Russian 
Empire – and memorabilia with a political or dynastic significance. 
For instance, we recognise the key of the city of Derbent (‘the Iron 
Gate to the East’) that was taken by Peter i in 1722, lying on a draped 
fabric, probably in the form in which it was presented to him at the 
time. There is also the Gothic monstrance from Reval (now Tallin in 
Estonia) that Lord and commander-in-chief Alexander Menshikov 
took as a trophy in 1704 during the Great Northern War and brought 
to St Petersburg, and a goblet encrusted with gems, that was given to 
Peter by his ally the Danish king during his stay in Copenhagen in 
1716 (see for the drawings cat. nos 922, 941 and 933).66 We also have 
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ill. 5. Ivan Sokolov, Andrey Grekov, 
Four Scythian gold plaques. 1747/48. 
Coloured engraving, 543 x 380. 
Hermitage, inv. no. pp 8895. (mip ii
1, pp. 185-186, nos 30, 32, 34, 37) 
ill. 6. Ivan Sokolov, Andrey Grekov, 
Scythian gold neck and head jewel-
lery. 1747/48. Coloured engraving, 
765 x 565. Hermitage, inv. no. pp
8890. (mip ii 1, pp. 184-185, nos 13, 
15, 22, 25, 28) 
ill. 7. Ivan Sokolov, Andrey Grekov, 
Achaemenid rhyton in the shape of a 
ram’s head (Iran, 5th-4th century 
bc). 1747/48. Coloured engraving, 
545 x 380. Hermitage, inv. no. 
pp 8897. (mip ii 1, p. 188, nos 11, 14: 
‘Signum militare Tattaricum argen-
teum’) 
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66. See for the corresponding draw-
ings: Hermitage, inv. nos. 7141, 
7056, 7061 (our cat. nos. 922, 941
and 933). Massie 1985, pp. 398, 
437 en 824-5. 

67. This suspicion finds further sup-
port in the way in which the deci-
sion to continue the engraving 
project twenty-five years later was 
formulated (see too Natalya Ko-
paneva in this publication). Schu-
macher was dead in the meantime 
and the tasks of the chancellery of 
the Academy were transferred five 
years later to a commission. It was 
this commission that decided to 
resume the interrupted project in 
1774, adducing as argumentation 
that the engravers no longer had 
much to do, and that in this way 
the series of engravings of ‘rare old 
golden Tartarian and other objects 
that were kept in the Kunstkamera 
and the numismatic cabinet’ that 
had been begun ‘long ago’ could be 
brought to completion (see Ale-
kseeva et al. 1985, no. 87, pp. 150-
151). It thus looks as though right 
from the start the programme 
envisaged a publication of the 
coins and medallions as well as an 
edition of prints of the Siberian 
antiquities. The project was in fact 
resumed after the decision of 1774. 
Kopaneva mentions that in 1803
the Academy had at least 36 cop-
per plates that had been made for 
‘the book of the Kunstkamera 
rareties from the numismatic cabi-
net’. 

68. Museum Etruscum, exhibens 
insignia veterum Etruscorum mon-
umenta, æreis tabulis 200 nunc 
primus edita et illustrata observa-
tionibus Antonii F. Gori, Florence 
1737-1743. 

69. Oligerus Jacobæus, Museum 
Regium, Copenhagen 1696. 
Johann Daniel Major, Bevölckertes 
Cimbrien oder die zwischen Ost- 
und West-See gelegene halb-Insel 
Deutschlandes, nebst dero Ersten 
Einwohnern und ihren eigend-
lichen durch viel und grosse 
Umwege geschehenen Ankunfft, 
summarischer Weise vorgestellet, 
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the impression that there was a plan to publish the coins and medal-
lions in print, an impression that is strengthened by the design of the 
drawings and the table numbers on the sheets.67 They were three areas 
that were connected with political and dynastic motives, the collecting 
of which was still in line with the programme that Quiccheberg had 
drawn up for the ideal princely Kunstkammer in 1565. As far as the 
coins and medallions are concerned, their political significance has 
already been indicated in connection with the cabinet of Louis xiv. 
An interest in the archaeology of the ruler’s own empire or territory 
can also be documented for a number of European states. It can be 
found, for example, in Tuscany, where the Etruscan heritage became 
the focus of attention towards the middle of the eighteenth century, 
resulting in the three-volume set of plates based on the collection of 
the Grand Duke, Museum Etruscum (Florence 1737-1743).68 Re-
markably enough, interest of this kind emerged early in the countries 
of Northern Europe. The catalogue of the collection of the Danish 
king made in 1696 included several illustrations of local antiquities, 
and there were also instances of the visual documentation and publi-
cation of excavations of local historical interest in illustrated books, 
such as that of Johann Daniel Major, active in Schleswig-Holstein, 
whom we have already come across in connection with his manual for 
collectors.69

In this respect, however, Russia outstripped all the others. The 
drawing and engraving of the Siberian objects was a part of the pro-
gramme of the Academy of Sciences, especially from the mid-1740s 
on. The expedition to Kamchatka had ended with the return of the 
Academy delegation; several losses had been sustained, and the re-
maining members were the historian Gerhard Friedrich Müller, the 
botanist Johann Georg Gmelin, the student Stepan Krascheninnikov, 
and the artists Johann Christian Berckhan, Johann Wilhelm Lürzenius 
and Johann Cornelius Decker. The Senate now pressed for the 
processing and publication of the research material.70 The production 
of prints of the Kunstkamera objects in question fitted in with that 
policy, even when it concerned objects that had been in the collection 
since the second decade of the century, such as the Siberian animal 
plaques and jewellery. It should be borne in mind that already since 
the seventeenth century West European researchers had shown an in-
terest in the culture and history of North-East Asia and that one of the 
purposes behind the establishment of the Russian Academy had been 
precisely to gain control of this research field for itself. As we have 
seen, there was a keen fear that findings might leak abroad – a fear 
that was exacerbated by the premature departure of a number of 
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scholars in the 1740s. One of them was a participant in the expedi-
tion, Gmelin, who decided during leave in Germany in 1747 not to 
return to Russia. Luckily the first volume of his Flora Sibirica had just 
been published in St Petersburg, but an additional payment was re-
quired to prompt the author to allow the Academy to publish the 
following volumes.71

Perhaps the authorities considered that a luxurious album of prints 
would be able to compensate to some extent for the tiresome after-
math of the Kamchatka Expedition. After all, especially in their skil-
fully coloured state, the prints would be an attractive visiting card for 
the Russian Academy, with a more directly appealing image than most 
scientific studies have; besides, their completion was not yet in sight. 
The Senate considered that Müller worked much too slowly on the 
study of the history of Siberia that he had been commissioned to pro-
duce.72 Moreover, the Academy had acquired something of a bad 
reputation thanks to all kinds of squabbles and to the poor financial 
conditions. A positive injection was needed, especially after the fire of 
December 1747 that destroyed part of the Kunstkamera. Although it 
amounted to no more than a few loose sheets at this stage, it seems 
reasonable to suppose that work was being conducted on an attractive 
album to accompany the Siberian studies of Gmelin and Müller. 

illustrated catalogues of collections and museums

In this category of publications of collections, the images are not the 
protagonists, as they were in the albums, but, usually in the form of a 
plate section, they serve to illustrate a text that sums up the objects of 
the collection in question or describes them one by one in a more or 
less narrative form.73

An important reason to focus on this specific group of publications 
here is the often repeated assumption that the drawings of the objects 
in the Kunstkamera in St Petersburg were made with the aim of pro-
ducing an illustrated catalogue. This hypothesis is based on the docu-
ment from 1727, an assignment to the Academy of Sciences by Peter ii 
to make a catalogue of the Kunstkamera ‘published in Russian, with 
engravings of the rarest objects’.74 The fact that in 1747 a number of 
drawings of primarily Siberian and historically memorable objects 
were engraved on 26 plates is generally taken to be a step in the proc-
ess of production of such a catalogue. The production of all the draw-
ings is then explained in the same way. It is questionable, however, 
whether this interpretation will stand up to scrutiny. In testing the 
probability of this catalogue thesis, it is worthwhile to follow the 

42 • 43

Plön 1692. See Schnapp 1996, 
pp. 205ff.; Steckner 1994, p. 605, 
note 7.

70. On Müller see Black 1986, 
pp. 97-99. The astronomer Louis 
De l’Isle de la Croyère died during 
a crossing to America. The natural 
scientist Georg Wilhelm Steller 
died on the return journey in 1746
in Tyumen, not far from Tobolsk. 
Exh. cat. Halle 1996, pp. 253, 
262-263, 301. 

71. Black 1986, p. 106. Gmelin pub-
lished the second volume himself in 
1749, but the third and fourth volu-
mes were published after his death 
by his nephew Samuel Gottlieb 
Gmelin (St Petersburg 1768-69). 

72. See Black 1986, pp. 97-99. 
73. Examples of the second category, 

the narrative catalogue, are Ole 
Worm, Museum Wormianum […], 
Amsterdam 1655; Adam Olearius, 
Die Gottorfische Kunstkammer 
[…], Schleswig 1666 (reprinted in 
1674 and 1703); Lorenz Beger, 
Thesaurus Brandenburgicus selec-
tus […], Berlin/Leipzig 1696 (vol. i), 
1698 (vol. ii) and 1701 (vol. iii). 
In view of the character of the mip, 
the emphasis here will be placed on 
the inventory-style catalogue. 

74. Alekseeva et al. 1985, pp. 49-50, 
no. 4. Peter ii succeeded Catharine 
i in 1727. Since he was only twelve 
years old at the time, this plan can 
hardly have originated from him 
personally, but must have come 
from the president of the Academy, 
Blumentrost, or from Schumacher. 
It is also possible that the tutors of 
the young Tsar, vice-chancellor 
Andrei Ivanovitsch Ostermann 
and Prince Alexander Menshikov, 
were behind the plan for the illus-
trated catalogue. After all, it was in 
those years that they set up an 
enlightened training programme 
for Peter, and in that connection 
they had a number of foreign 
books translated, illustrated and 
printed in the recently established 
workshops of the Academy. I am 
grateful to Nicolai Kopanev for 
this suggestion. See too Werret 
2000, pp. 68-69. 
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75. Levinus Vincent, Wonder-
Tooneel der Nature, geopent in 
eene korte Beschrijvinge […], 
Amsterdam 1706; Het tweede deel 
of vervolg van het Wondertoneel 
der Natuur […], Amsterdam 1715
(7 plates). Albertus Seba, Locu-
pletissimi rerum naturalium the-
sauri accurata descriptio et iconi-
bus artificiosissimis expressio, per 
universam physices historiam […], 
Amsterdam 1734 (vol. i), 1735
(vol. ii), 1759 (vol. iii), 1765 (vol. 
iv) (a total of 449 plates illustrat-
ing thousands of objects). For a 
complete reproduction of all of the 
plates see Müsch et al. 2001. 

76. ‘Museum S.R.M:tis Adolphi 
Friderici, Regis mei Clementissimi, 
Augustissimi, prodiit volumine 
primo Holmiæ 1754, folio. Cum 
vero ab eo tempore plurima rariora 
Animalia Museum hoc splendis-
simum intrarunt, ex his centuriam 
unam alteramve, instar Voluminis 
secundi Prodromi, cum consensu 
S.R.M:tis adjicere L.B. non ingra-
tum fore speraveram, quorum 
omnium icones & perfectiores 
descriptiones, cum multis aliis, 
aliquando sperare fas est’. The 
exemplar in the Library of the 
University of Amsterdam is bound 
together with the (also unillus-
trated) catalogue of the cabinet of 
Queen Luise Ulrike. The Academy 
of Sciences im Stockholm has wa-
tercolours on parchment, made by 
H.C. von Kruse in 1754, that were 
intended for the latter catalogue. 
Exh. cat. Bonn 1994, p. 49 has 
reproductions of three sheets with 
shells. These watercolours may 
also include images of objects that 
were purchased for the queen at 
the auction of Seba’s second cabi-
net in 1752, on which see Smit 
1994, p. 804, note 21. 

77. Komelova 1996b, p. 88. 
According to Van Eeghen (1959, 
pp. 77-80), Schoonebeeck made 
the engravings for De Wilde before 
1695 and entered the service of the 
Tsar in 1696. Van Eeghen claims 
that he accompanied Peter on his 
first trip to the Netherlands. In 

procedure applied above in relation to the album thesis and to inves-
tigate what was conceivable in this field in the period under review. 
What did a museum catalogue usually look like at this time? Once 
we have obtained an impression of what was conceivable in Europe 
around the middle of the eighteenth century, is it still possible to main-
tain that the drawing activities of those years were set in motion with 
the aim of producing a publication of this kind? And can the prints in 
question have been the first step towards the conversion of the draw-
ings into illustrative material for such a catalogue? 

In principle it is conceivable that illustrative material was being 
produced for a museum catalogue. After all, the catalogue Musei Im-
perialis Petropolitani [...] had been published a few years earlier, and it 
could certainly be supplemented, since in spite of Peter ii ’s decree of 
1727, this two-volume catalogue of 1741 and 1745 did not contain 
any illustrations. Besides, it was printed in octavo format, and the text 
was confined to a brief description of the objects, without any further 
comments except occasionally a reference to another author. Its or-
ganisation followed that of the objects in the rooms of the Kunstkam-
era and the Academy premises. 

It should be realised that the form of the mip was fairly unusual 
for its time in all respects except that of the use of Latin instead of Rus-
sian. Until then, the notion of publishing a collection had usually im-
plied that a powerful visual impulse was to be conveyed to the public, 
as is indicated by the use of such terms as ‘Theatrum’, ‘Toneel’ and 
‘Thesaurus’ in the titles of a number of publications of this kind (for 
example, those of Levinus Vincent and Albert Seba).75 It cannot there-
fore be ruled out that the two simple volumes of the mip were intend-
ed as the first step towards a more luxurious, illustrated publication. 
A brief survey of a number of catalogues of other princely or institu-
tional museums in Europe before mid-century does indeed show that 
such publications were expected to have a folio format and to include 
a number of illustrations. Nehemiah Grew’s Musæum Regalis Societa-
tis (London 1681), Oliger Jacobaeus’ Museum Regium (Copenhagen 
1696) and Carolus Linnaeus’ Museum S.R.M. Adolphi Friderici Regis 
Suecorum, Gothorum, Vandalorumque (Stockholm 1754), for exam-
ple, included respectively 31, 37 and 33 full-page plates usually illus-
trating a number of objects. Particularly interesting in this connection 
is that the second volume of the latter catalogue of the collection of the 
Swedish king only appeared without illustrations (1764) with the title 
Tomi secundi Prodromus (indicating its pre-publication status) and 
with the author’s apologetic explanation printed on the reverse of the 
title page to express the hope that illustrations of all of the entries 
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would follow. 76 Lack of funds probably played a part here, and this 
apology may also throw light on the lack of images in the mip. Is it 
perhaps conceivable that the simple, unillustrated mip was also in-
tended as a provisional publication, and that it was hoped that it 
would be transformed into a more representative publication, in line 
with what was conventional elsewhere, in the near future? 

The publications of the private collections that were acquired in 
part or entirely under Peter and his successors always contained illus-
trations. That of Frederick Ruysch only contained a few engravings in 
each volume, but Nicolas Chevalier, for example, had included a few 
dozen plates, on which all of the objects discussed were illustrated, in 
his catalogue Recherche curieuse d’Antiquité (Utrecht 1709). But Al-
bert Seba’s Thesauri surpassed all other catalogues in sumptuousness 
and wealth of illustrations. (ill. 8) Nor should we forget the catalogues 
of the Dutch collectors whom Peter visited without buying anything 
from them, such as Jacob de Wilde’s Gemmæ selectæ antiquæ (Am-
sterdam 1703), a catalogue with 50 copper engravings probably made 
by Adriaan Schoonebeeck, the engraver whom the tsar had taken into 
his employ in 1698 after his first stay in Amsterdam, when he had vis-
ited De Wilde’s cabinet.77 All of these books were in St Petersburg. 
The same is true of the German collections that found their way to 
St Petersburg. The catalogue of the physician Christophorus Gott-
wald, whose cabinet in Danzig was purchased by Peter in 1716, was 
not complete at the time of the death of the owner in 1710. Only the 
62 plates of anatomical specimens were put into circulation by his son 
in several exemplars, and it is likely that Peter or his associates saw 
them.78 The catalogue of the collection of Johann Lüders in Hamburg, 
from which Schumacher purchased the gold and silver coins for Peter 
in 1721, was transferred to St Petersburg along with the collection.79
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Moscow Schoonebeeck trained the 
first Russian engravers until his 
death in 1714. Among them was 
Alexei Zubov, who was later to 
make the plates for: Johann 
Christian Buxbaum, Plantarum 
minus cognitarum centuria i [-v] , 
St Petersburg 1728-1740.78.
Schnapper (1995, p. 618) suggests 
that the catalogue will have 
prompted the purchase, but the 
catalogue was not yet in existence. 
There were only impressions of 
some of the copper plates. See 
Nissen 1969-1978, vol. i, no. 
1656: Museum Gottwaldianum: 
62 tabulæ æneæ artificiose sculp-
tæ, varias curiosas observationes 
anatomicas in homine et brutis 
complectentes, pro museo anato-
mico reservatæ cum autoris icone – 
Thesaurus conchiliorum tabb. 
Aeneis 49 summa diligentia sculp-
tis constans quarum priores 6 
stellas marinas et corallia, cætera 
testacea univalvia turbinata repræ-
sentant. The anatomical prints 
were in circulation before 1713. 
The plates with shells, starfish and 
coral were not published until 
1782. 

79. Claude Chifflet and Rudolfo 
Capello, De antiquo nummo et 
præcipue romano liber posthumus, 
continens cheiragogiam accuratis-
simam ….tertia ed. … auctus ea 
fini ut … Nummophylacium illud 
luederianum hamburgense … 
Claude Chifflet prodit, accurante 
Rudolfo Capello, Hamburg 1678-
1679. The bronze coins were pur-
chased in 1738. Neverov 2001, 
p. 76. 

ill. 8. Unknown artist, Leaf with 
different sorts of fish. Coloured en-
graving from: Albertus Seba, Thesau-
rus i (Amsterdam, 1734, Tabula 
xxiv). Artis Library, University of 
Amsterdam, inv. no. of-88-12. 
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80. It is debatable whether the illus-
trated catalogue of instruments 
of Heinrich Johann Bytemeister: 
Bibliotecæ appendix five Catalo-
gus apparatus curiosorum artifi-
cialium et naturalium ([Helm-
stadt]1735) was known in 
St Petersburg. Exh. cat. Braunsch-
weig 2000, p. 316, fig. 43 (ten 
optical instruments). There is an 
exemplar of the catalogue in the 
Herzog August Bibliothek, 
Wolfenbüttel. 

81. Jacob Leupold, Theatrum 
Arithmetico-Geometricum, das ist: 
Schauplatz der Rechen- und Mess-
Kunst, darinnen enthalten dieser 
beyden Wissenschaften nöthige 
Grund-Regeln und Handgriffe so 
wohl, als auch die unterschiedene 
Instrumente und Machinen, 
welche Theils in der Ausübung auf 
den Papier, Theils auch im Felde 
besonderen Vortheil geben kön-
nen, Leipzig 1727. 

82. Exh. cat. St Petersburg 1993. 

83. See, for instance, the inventories 
or catalogues of the collections of 
Vendramin (ca. 1615-1629), 
Calceolari (1622), Worm (1655), 
Settala (1666), Kircher (1709), 
Vincent (1715), and of the Duke of 
Gottorp (1666) and the Danish 
king (second edition of 1710). 
They usually include only a few 
images, with the exception of 
Andrea Vendramin’s inventory in 
drawings, which covered whole 
groups: volume iv covered 
‘Habitus diversarum Nationum’, 
and volume xii was entitled ‘de 
Rebus Indicis, & ex aliis mundi 
regionibus tam Orientalibus quam 
Occidentalibus, valde curiosis et 
visu dignis’. Logan 1979, 
pp. 69-71. 
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It is therefore quite likely that the idea of a museum catalogue includ-
ing engravings of this kind may have played a role in the production of 
the drawings of the objects in the Kunstkamera. The prints that were 
made of certain groups of drawings in 1747 may have formed the first 
stage of the actual production of such a publication. All those foreign 
catalogues may have served as an example, and in those cases where 
there were no catalogues – scientific instruments, for instance80 – a 
different kind of publication may have served as a model. Thus when 
Andrey Nartov and his pupils drew the instruments of the Academy of 
Sciences, they may have had in mind Georg Andreas Boeckler’s The-
atrum Machinarum (Nuremberg 1661 and1703), or the illustrated 
technical encyclopædia of Jacob Leupold, the Theatrum arithmetico-
geometricum (Leipzig 1727).81 Finally, Nartov himself also worked 
on a Theatrum machinarum, that can probably also be regarded as an 
illustrated catalogue of the collection of instruments and apparatuses 
in the Academy (after all, he was dependent on that collection for his 
material). Regrettably, Nartov’s book was not published at the time.82

So this may have been one of the motives for the drawing and en-
graving activities. This still leaves unresolved the question of why such 
an enormous quantity of drawings was made. Take the drawings of 
the tools and costumes of distant peoples, both those who belonged to 
the Russian Empire and those who lived in neighbouring China. Non-
western objects were a common category in Kunstkammern and ever 
since the sixteenth century they had been sketched and their images 
had been incorporated in inventories and catalogues,83 but that still 
fails to explain the almost comprehensive scope of the drawing activi-
ties in St Petersburg. On the basis of the drawings that have been pre-
served, we are given the impression that the museum cupboards were 
gone through object by object, and the same goes for the other catego-
ries of objects. The catalogues referred to above, on the other hand – 
with the exception of Seba’s Thesauri and Andrea Vendramin’s in-
ventory in drawings (see note 83) – only provide illustrations of a 
selection of the objects present. If a catalogue of this kind was envis-
aged in St Petersburg, a few dozen drawings would have sufficed; there 
was no need for thousands of them. That large-scale approach can 
only be explained by a need to document the collection – that must 
have been the general aim. In addition there was a more specific aim, 
namely the production of prints that could be used for a variety of 
publications: albums with highlights from the collection, an illustrat-
ed catalogue, the books of the members of the Academy and their arti-
cles in the Academy journal, the Commentarii. There are examples 
available of all these fields of application of the drawings, with the ex-
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ception of the illustrated catalogue. It therefore looks as though the 
time has come to bury the catalogue thesis, unless we keep a final 
possibility open: did Schumacher or anyone else perhaps cherish the 
dream of a complete, multi-volume, fully illustrated catalogue? The 
Thesauri of Albert Seba, which reproduced all the objects in his cabi-
net, could have functioned as model for such a megalomaniac vision. 
In the light of the squabbling between the different levels of the Acad-
emy and the permanent shortage of funds, such a project would of 
course have been absolutely unrealistic. Nevertheless, the result would 
have been spectacular, not only in terms of volume, but also in terms 
of content. In particular, the section with the tools and costumes of 
Tartars, Tungusian and other Siberian peoples would have been one of 
a kind at the time. A printed museum catalogue with so many illustra-
tions in these fields had never been seen before. 

But the most likely hypothesis is that the idea was to produce a few 
albums with a representative selection of prints of the main groups of 
objects in the collection, that could serve as a visual supplement to the 
simple, prosaic summaries in the Musei Imperialis Petropolitani [...] 
of 1741-1745, and perhaps also to supplement another publication 
that had also been published by Schumacher in the meantime and that 
presented the Kunstkamera and the Academy of Sciences to the public 
as institutions with a history and as buildings with a special content. 

the reproduction of interiors or walls

In the same period in which the mip saw the light of day, the press of 
the Academy issued a book in folio format with twelve full-page prints 
that displays the characteristics of a historical guide: the Palaty Sankt-
Peterburgskoy Imperatorskoy Akademii nauk Biblioteki i Kunstkam-
ery (‘The Chambers of the St Petersburg Imperial Academy of Scienc-
es, the Library and the Kunstkamera’). The book went through a 
tumultuous publication history. Schumacher, who was also the author, 
had dedicated the first edition of 1741 to Anna Leopoldovna, who 
functioned for a brief spell as regent of the baby Tsar Ivan vii, and had 
represented her on the allegorical title page as Minerva welcoming 
Patriotism who leads a child (the Academy of Sciences) by the hand. 
After the next coup d’état, however, which brought Elizabeth Petro-
vna to the throne in the same year, the exemplars already in circulation 
had to be intercepted in all haste. Since Schumacher himself then be-
came the victim of a conspiracy, the book could not be published until 
after his rehabilitation in December 1743, with a new dedication.84

A Russian, German and Latin edition of this publication are known, 
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84. Werret 2000, pp. 130-132. 
Safranovskii 1967. See also Black 
1986, p. 88. 
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85. Gebäude der Kayserlichen 
Academie der Wissenschaften, 
Bibliothec und Kunst-Cammer in 
St. Petersburg nebst einer kurzen 
Anzeigung aller daselbst vorhan-
denen Kunst- und Natur-Sachen 
zum Gebrauch derjenigen, welche 
die Academie besehen wollen, 
St Petersburg [1744]. 
Conspectus ædium Imperialis 
Academiæ Scientiarium Petropoli-
tanæ; nec non Bibliothecæ et Tech-
nophylacii; una cum summario 
indice rerum artificiosarum et 
naturalium ibi conservatarum, in 
eorum usus, qui ædes has invisere 
cupiunt, St Petersburg [1744]. 

86. P.F. Scarabelli, Museo ò galeria 
adunata dal sapere, e dello studio 
del Sig. Canonico Manfredo Set-
tala, Tortona 1666. G. de Sepi, 
Romani Collegii Societatis Jesu 
musæum celeberrimum, Amster-
dam 1678. 

87. Claude Du Molinet, Le Cabinet 
de la Bibliothèque de Sainte-Ge-
neviève, Paris 1692 (4 plates of the 
four walls and 38 plates with the 
most important naturalia and 
antiquities). One of the few earlier 
examples is the wall cabinet illus-
trated in the inventory in drawings 
of Vendramin dating from around 
1615-1629. See Logan 1979, fig. 
12. 

88. De Montesquiou-Fezensac and 
Gaborit-Chapin 1977, figs. 1-5. 

89. Jean-Baptiste Courtonne, Dessins 
du Cabinet de M. Bonnier de la 
Mosson (eight drawings from 
1739-40, forming a total of 10
metres in length, that show the 
walls of eight of the nine rooms of 
this anatomical and physical cabi-
net. Exh. cat. Paris 1997). Bene-
detto Vincenzo de Greyss, Galleria 
Imperiale di Firenze (107 drawings 
of the painting and sculpture 
rooms and galleries in the Uffizi, 
first begun in 1748 and still contin-
ued after 1765, was probably in-
tended to be published as an album 
of prints, though this never took 
place. See Heikamp 1969. On 
Vincent see note 75 and Exh. cat. 
Amsterdam 1992a. 

but the fact that the inscriptions to the engravings are in four languag-
es suggests that a French edition was also planned.85 Both this plural-
ity of languages and the subtitle of the 1744 edition (‘for visitors to the 
Academy’) indicate that the publisher wanted in the first instance to 
appeal to a wider public that was also expected to visit the buildings of 
the Academy in person. The content conveys a surprisingly modern 
impression too. The text provides a brief history of the Academy, the 
museum and the library before listing the rooms with a short account 
of their function and content. The twelve engravings represent the 
buildings in question by means of ground plans, vertical elevations, 
cross-sections and views of the rooms, while a map of the city indi-
cates their position in St Petersburg. (ill. 9, 10 and 11. Introduction ill. 
4 and 7) Another striking feature is that, besides the large folio format 
edition, which was intended as a gift to arouse above all international 
interest in the Academy, an edition in quarto format that visitors could 
easily carry around with them was published in 1744. Such a form of 
publication in different gradations of sumptuousness has already 
cropped up in connection with catalogues. 

The visual material in this guide of 1741/44 followed a trend that 
could be seen in other parts of Europe. This concerned a matter-of-fact 
form of information that was clearly intended as a realistic representa-
tion of what awaited the visitor inside. We find representations of in-
teriors as title prints of catalogues or descriptions of collections al-
ready in the early seventeenth century, but they tend to be allegorical 
or idealising in nature, such as the megalomaniac halls that were sup-
posed to represent the museums of Manfredo Settala or Athanasius 
Kircher. 86 Realistic views of rooms, on the other hand, of which the 
St Petersburg prints are an example, only begin to appear towards the 
end of the seventeenth century. An early example is Claude Du Mouli-
net’s catalogue of the cabinet in the Bibliothèque de Sainte-Geneviève 
of 1692. 87 A slightly later example concerns, interestingly enough, the 
collection of another ecclesiastical institution: the treasury of St Denis 
in North France, illustrated by André Félibien in 1706. 88

Such images show the individual cupboards or the walls and ceil-
ings of a gallery or cabinet. The intention is that the image should cor-
respond to the room in question, and that the objects on display there 
are visible as they were in their three-dimensional setting.They may 
take the form of a few individual drawings (Courtonne 1739/40), of 
dozens of drawings that point to the preparations for a printed book 
(De Greyss 1748- after 1765), or of a printed publication (Vincent 
1715).89
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ill. 9. Ivan A. Sokolov, View of two 
walls with cupboards in room oo on 
the first floor of the Kunstkamera, 
where the human and animal speci-
mens from the collections of Frederik 
Ruysch and Albertus Seba were kept. 
Engraving from: Palaty, St Peters-
burg 1741, Tabula ix. 
ill. 10. Christian Albrecht Wortmann, 
Longitudinal section of the second 
and third floors of the Kunstkamera. 
Engraving from: Palaty, St Petersburg 
1741, Tabula x. 
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ill. 11. Andrey Polyakov, Cross-
section of the three flooors of the 
Kunstkamera, looking towards the 
south. Engraving from: Palaty, 
St Petersburg 1741, Tabula xi. 
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The specific character of the St Petersburg publication is further accen-
tuated by the fact that the views of the rooms are backed up with ar-
chitectural information in the form of ground plans and vertical eleva-
tions, a combination that had not been common before. Taken as a 
whole, this publication offers so much information that, in combina-
tion with the printed catalogue of 1741-1745 and the thousands of 
drawings of the objects, it makes it possible to reconstruct the arrange-
ment of the Kunstkamera and the interior of the Academy building.90

Finally, yet more drawings were made and kept in St Petersburg 
that showed the two buildings of the Academy and the collections dis-
played inside them. The first two boxes of the ‘Icones pictæ’ consist of 
‘Delineationes Architectonicæ, Aedium Academicarum et Technophi-
lacii’, according to the list in the mip summing up all the boxes. It is no 
longer possible to form an accurate picture of their contents, but it is 
not unlikely that the drawings of various cupboard arrangements, 
published in the exhibition catalogue Peter de Grote en Holland 
formed a part of them.91 It is also probable that these boxes contained 
the (no longer extant) preliminary drawings for the prints on which 
the guide of 1741/44 and its de luxe folio edition were based. 

Conclusions 

Now that we have formed an impression of the genre of the paper 
museum as an international phenomenon with its various categories, 
it becomes easier to characterise the drawings in the St Petersburg cor-
pus. This real paper museum does have many points in common with 
what was being produced elsewhere in Europe in this field, but it is 
different in two important respects. First of all, a whole infrastructure 
had to be created before the production of the drawings and prints 
could get under way – two processes that were carried out within a 
relatively brief space of time. Second, a striking feature is the drive to 
comprehensiveness that can be seen in the drawing and publishing 
activities, with regard to both the types of objects illustrated and the 
sub-genres of the paper museum. 

In the course of the few decennia between 1723 (the contract of 
Maria Dorothea Gsell) and around 1760, such a concentrated attempt 
to catch up took place that the European models were actually sur-
passed. The result was that in St Petersburg practically every part of 
the collection and the entire field of the sub-genres discussed above 
were covered. There is no parallel for this anywhere else, not even in 
Colbert’s France. The corpus of the 58 boxes whose contents were list-
ed in the catalogue Musei Imperialis Petropolitani [...] of 1741 (plus 
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90. See the contribution by Van de 
Roemer to Meijers and Van de 
Roemer 2003, pp. 173-182. 

91. See Meijers 1996, figs. 13-16. 
Since there is not yet enough 
known with certainty about its 
composition, the category of archi-
tectural drawings is not taken into 
account in the present publication. 
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the additions that were made after its publication) formed a link be-
tween the two other variants of the genre that have been charted here: 
the virtual paper museum and the representation of interiors or walls. 
A clue in this direction is provided by the fact that our ‘Icones pictæ 
rerum, quæ in Academiæ thesauris insunt’ formed a category within 
the wider field of ‘Picturæ’, which included paintings, loose and 
bound watercolours and printed albums of plates. Together with the 
prints and illustrated books that were kept in the library, that visual 
material formed a virtual paper museum that supplemented the collec-
tion of objects. To that we can add the drawings made during expedi-
tions or in connection with other research activities, such as anatomy 
sessions, and which were incorporated in the Archive of the Academy. 

Nor can the production of our corpus be seen in isolation from the 
third category of paper museum, the representation of interiors or 
walls. Both the first two boxes of the ‘Icones pictæ’ and a separate 
publication, the Palaty of 1741/44, were dedicated to the buildings 
of the Academy and the Kunstkamera-cum-library and their interior. 
What is particularly striking about this publication is its realistic and 
informative character. Moreover, it is noteworthy how an appeal was 
made to different target groups by issuing the same publication in dif-
ferent formats and degrees of sumptuousness. 

In short, within the field of the paper museum, the Academy of 
Sciences in St Petersburg overshadowed the other European centres 
of power by making good its backwardness in record time and scoring 
on every front. This becomes all the more remarkable if we include the 
26 prints that point to plans for an album with highlights of the collec-
tion or, as is sometimes claimed, an illustrated catalogue. 

This catalogue thesis should be confronted with a further aspect 
by which the drawing activities in Russia differ from the European 
examples: the urge towards completeness. The extant drawings give 
the impression that the cupboards were processed one by one, and 
every single item in the collection was eligible to be drawn, however 
humble or damaged it might be. This would mean that originally far 
more than the existing 2,000 leaves were made or planned. A project 
to record a collection on this scale has few counterparts in Europe. In 
most other cases there was a strict selection right from the first, at least 
to judge from the extant drawings and the number of engravings with 
which the catalogues of the collections in question were illustrated. 
The exceptions are a few Italian private collectors, who created a full 
inventory in drawings (Manfredo Settala, Andrea Vendramin), and 
the Amsterdam apothecary Albert Seba, who even had a complete 
visual record of his collection made in engravings. 
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Selection did not get under way in St Petersburg until it was decided to 
make prints from a number of drawings. That is why the existence of 
these 26 prints only helps to account for one of the functions of the 
corpus of drawings. Were they intended for an illustrated catalogue? 
At any rate, it is clear that the entire corpus of drawings, and thus the 
prints made from a selection of them too, was related in some way to 
the museum catalogue that was lacking in illustrations. The systematic 
arrangement of the boxes corresponded more or less to the arrange-
ment of the objects in the catalogue, which in turn followed their ar-
rangement in the Kunstkamera and the adjacent building of the Acad-
emy of Sciences. A reference to the numbers in the catalogue was 
added to a large number of the drawings during or soon after their 
creation. So the collection, catalogue and drawings were connected 
with one another, but the frequently repeated thesis that the corpus of 
drawings was made for an illustrated catalogue seems debatable. 
The scale of the number of drawings was too enormous for that. Such 
catalogues rarely had more than about 35 plates (with the exception 
of Seba’s Thesauri). The selection that was made for the prints (the 
Siberian objects and memorabilia) points instead in the direction of 
an album of plates with highlights, a genre of publication that was 
current in Europe too, rather than to an illustrated catalogue. 

It is probable that one of the reasons for the large scale of the draw-
ing activities of the objects in the Kunstkamera lay in the specific situa-
tion in which Russian culture found itself in the first half of the eight-
eenth century. Unlike the rest of Europe, the completely different 
orientation of Russian visual culture and the lack of a scientific prac-
tice based on the study of objects meant that during the preceding 
centuries there had been no steady growth in the formation of a stock 
of visual material that could be used for scientific research and as illus-
trative material for publications. Nor was there a culture of collecting 
that went back centuries. If these gaps were to be bridged quickly, it 
was only natural to draw the collections of the Academy of Sciences. 
Furthermore, and for the same reason, the production of drawings of 
the objects in the Kunstkamera had a didactic function in Russia. The 
drawing activities were an integral part of the training for draughts-
men and engravers that was provided by the Academy of Sciences – a 
construction without parallel elsewhere. In this way drawing the ob-
jects in the Kunstkamera served two ends: the pupils could gain practi-
cal experience, and a corpus of images was created at the same time. 
This didactic function is connected with the organisational form of 
Russian scientific and cultural life, which all fell beneath the central 
authority. With the exception of a couple of artists who also ran their 
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own studio, the Academy of Sciences had a monopoly of all activities. 
For centuries the other European countries had been familiar with the 
phenomenon of individual painters, draughtsmen, engravers and 
printers to whom this work had been contracted out and who also 
trained apprentices in their studio. In St Petersburg, on the other hand, 
that stratum of independent artists and craftsmen was almost non-
existent; everything was done inside the Academy, down to the sale of 
the prints and books that were produced there. 

Within the framework of the catching up operation that took place 
in Russia, every administrative level was aware of the importance of 
collections and of the enormous potential of the new art of drawing, 
engraving and printing.92 They all converged in the paper museum. 
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Between c. 1735 and 1760, a large number of drawings was made at 
the Academy of Sciences in St Petersburg, of which more than 2000
have been found so far. The drawings depicting practically the entire 
collection of its museum, the Kunstkamera, were done by artists and 
employees of the Academy Workshops for Engraving, Mapmaking 
and Toolmaking. (These were called ‘Palaty’ or ‘Chambers’ in the 
eighteenth century.) While the Academy of Sciences employed profes-
sional artists practically from the start in 1724, this group of work-
shops was set up in the late 1720s and the early 1730s. The organiza-
tion of the workshops was dictated by the needs of the Academy of 
Sciences, both for research and publishing. This also applied to the 
special Drawing Workshop set up in 1738. 

This article will show how and why these workshops originated 
and their place within the Academy of Sciences, which in addition to 
the Kunstkamera included a printing house cum bookshop, a gram-
mar school and a university. Special attention will be paid to the 
project known as the ‘paper museum’. 

Drawing education in Russia before c. 1725

The reforms of Peter the Great during the first quarter of the eight-
eenth century resulted in a rapid development of the sciences, the arts, 
literature and education. Painters, draughtsmen, engravers and archi- ill. 1. Drawing from life. Mid.-18th c.

Pencil, charcoal and white chalk. tects were in demand and various methods of training students in the 
Archives of the Russian Academy of 

arts were used, such as establishing scholarships for students to train Sciences (St Petersburg branch). f. ix, 
in the most important European centres or, according to the tsar’s op. 3, no. 38, leaf 1

special decrees, apprenticing Russian students to visiting European 
artists. 

In the early eighteenth century, drawing became a compulsory 
subject in the curricula of many educational institutions in Russia, 
e.g. the Naval Academy and Archbishop Feofan Prokopovich’s school 
for orphans. This was particularly necessary in Russia as the western 
tradition of painters, printmakers and sculptors training apprentices 
in their own workshops was virtually non-existent. There were no art-
ists working for themselves; they were all in the service of the tsar. As 
long as the court was in Moscow, i.e. until 1712, they were appointed 
by the Armoury Chamber where apprentices were also trained. This 
Chamber did move with the court to St Petersburg (and was then 
known as the Armoury Chancellery) but the mode of operation was 
no longer satisfactory. Peter’s ambition to introduce the Western Euro-
pean culture of imagery made educational reform necessary. 

Since drawing is the basis of the art of engravers, sculptors and 
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painters, collective drawing classes were suggested. Mikhail Petrovich 
Avramov, head of the Armoury Chancellery just mentioned, started 
these classes at the Printing House of St Petersburg, which had been 
established in 1711. A painter of the Armoury Chancellery, Ivan 
Adolsky, taught ‘copying originals’. In other words, engravings by 
leading European masters were used as ideal models and nudes were 
also drawn.1 (ill. 1) In 1715 Peter the Great visited the drawing classes 
and attended a class in drawing from life with the students.2

In the early 1720s, the idea of creating an Academy of Arts in 
Russia was put forward. The organizers of the first projects were 
Avramov (mentioned above) and, moreover, Andrey Nartov, a tal-
ented mechanic who was the turner of Peter the Great and head of 
the tsar’s lathe shop in the Summer Palace. Both men were highly edu-
cated, had visited Western Europe and were familiar with the history 
of Europe’s most important art centres. When the Armoury Chancel-
lery was disbanded in 1721, Avramov suggested that an Academy for 
the study of drawing, painting and other arts should be set up at the 
Synod Printing House.3 Another plan dating from December 1724
was by Andrey Nartov for an ‘Academy of the different arts’ and was 
to include classes on civil architecture, mechanics of mills and sluices, 
painting, sculpture and engraving. This Academy was also to include 
a printing house for books and engravings.4 A year earlier, in 1723, 
the French painter Louis Caravaque who had worked at the Chancel-
lery of Construction submitted to Peter the Great his proposal for an 
Academy of the Art of Painting. Caravaque’s proposal was based on 
his experience of the French Academy of Painting and Sculpture and 
was hence clearly different to the more artisan-oriented plans of 
Avramov and Nartov. 5

The proposals did not escape the attention of the tsar, who in 1724
wrote a memorandum including a list of the arts to be developed in 
Russia. In addition to painting, sculpture, engraving and architecture, 
it included carpentry, lathing, toolmaking, metal working and watch 
making.6 The list shows that the term ‘arts’ was used fairly loosely in 
the first half of the eighteenth century. 

The foundation of the Academy of Sciences in 1724 and the 
appointment of draughtsmen and engravers

During the same period that these plans for an Art Academy were de-
veloping, the circles close to Peter the Great were discussing proposals 
for creating an Academy of Sciences in Russia. Remarkably, from the 
very beginning this was to be an institution where the arts (in the 
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broadest sense of the word) could be practised. According to the let-
ters dating from 1720-1721 of Laurentius Blumentrost, later the Presi-
dent of the Academy of Sciences, librarian Johann Daniel Schumacher 
and philosopher Christian Wolff, the idea was to make the Academy 
an institution with the goals of both developing the sciences and the 
arts and educating young people in them.7 In January 1724, the Senate 
approved the Proposal for the Establishment of the Academy of 
Sciences and Arts, as it is referred to in the literature. According to 
today’s scholars, the Proposal reflects the ideas of Peter the Great and 
his associates. In all probability, Blumentrost was the author. 8 The 
Proposal stressed that ‘a foundation has now been laid for the devel-
opment of the arts and sciences in Russia’.9 For this purpose, the 
Academy of Sciences was to incorporate a university, a grammar 
school and a library, as well as the first public museum, the Kunst-
kamera, established in 1718. The collections of the latter were already 
considerable at the time. Unlike other European countries these or-
ganizations were all part of the Academy of Sciences, which in turn 
was a direct political instrument of the tsar. In that sense the Academy 
was no different to its European equivalents. 

According to the Proposal, the staff of the Academy of Sciences 
was to include a painter and an engraver who were to be involved in 
publishing.10 More particularly, their responsibilities were to make 
illustrations for the Academy’s publications and engrave them for the 
printed editions. Besides, both were to give the Academicians what-
ever assistance within their capabilities.11 The Academy did indeed 
begin to employ painters and engravers from 1724 onwards. 

Maria Dorothea and Georg Gsell were the first to be hired by the 
Academy. Both had come to St Petersburg in 1717 at the invitation of 
Peter the Great, whom they had met in Amsterdam. Maria Dorothea 
was the daughter of the artist and naturalist Maria Sibylla Merian, 
who was well known for her faithfully depicted and artistically perfect 
drawings of herbs, flowers and insects, as well as for her entomologi-
cal collection from Surinam. Maria Dorothea Gsell used watercolours 
and had experience of working with natural-history collections. Her 
husband Georg had been educated in Vienna and had worked in 
Holland, where in addition to painting, he was involved in art deal-
ing.12 By the time he moved to Russia, he had become well-known for 
his portraits and still-lifes. 

In December 1723 Maria Dorothea Gsell received (from Blumen-
trost) Peter the Great’s order to ‘work at the Kunstkamera, make cop-
ies of its objects in watercolour, properly done and decorated’. For this 
purpose, the artist submitted an application to His Imperial Majesty’s 
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Cabinet for the purchase of parchment, paper, watercolours, gold leaf, 
pencils, brushes, etc.13 The parchment for the drawings was to be pro-
duced in 1724 at the ‘parchment mill’ of the Admiralty, where the 
work was to be supervised by the artist.14

Maria Dorothea Gsell became the first artist to draw the objects 
in the Kunstkamera collection. Unfortunately, our knowledge of her 
work is scanty. In 1724, she took ‘young Hendrich and Johann 
Friedrich’ as apprentices to teach them the skills she possessed. In all 
probability, their apprenticeship did not last long; nothing is known 
about their subsequent career. 15 She is reported to have painted in 
1728-1729 ‘various rare birds in the Kunstkamera [collection]’ and 
illuminated the engravings for Plantarum minus cognitarum […]. 
Centuria I by the botanist Johann Christian Buxbaum who had trav-
elled in Greece and Asia Minor. 16 According to the first historian of 
Russian art, Jakob Stählin, a member of the Academy and Maria 
Dorothea’s contemporary, she ‘created a number of excellent pictures 
for the Academy, which are preserved in the Academy library and the 
Kunstkamera, in addition to the collection of the most beautiful origi-
nals by her mother’.17 However, works signed by Maria Dorothea 
have not been preserved. 

Georg Gsell’s name is found in Academy documents, the first in-
stance being in 1726. 18 According to the 1725 Proposed Regulations 
of the Academy of Sciences, an Academy of Arts was to be established 
within the Academy of Sciences, which was to be attended by those 
incapable of or unwilling to go to university. Four artists were to teach 
classes on (1) arithmetic, geometry, perspective and military architec-
ture, (2) civil architecture, (3) painting and (4) sculpture, carving and 
modelling.19 Georg Gsell is mentioned in the advertisement placed in 
the St Petersburg Chronicle as one of the four teachers who, in accord-
ance with the Proposed Regulations, were to teach ‘arts useful in hu-
man life’.20 Initially, of all the different arts only drawing was taught 
regularly and this was at the Academy grammar school.21

The contract between the Academy of Sciences and Georg Gsell 
dates from January 1727. Besides teaching drawing classes at the 
grammar school his responsibilities included, for which he was paid 
separately, teaching several pupils at his studio at home, as well as 
‘painting and drawing whatever the Academy finds necessary’,22 like 
making sketches in the dissecting room of the Kunstkamera. Gsell also 
did a number of paintings for the Kunstkamera collection.23

Among those who went to the Gsells’ home studio were Feodor 
Cherkasov, Andrey Grekov, Pyotr Pagin, Mikhail Nekrasov and 
Ivan Shereshperov. All of them, except Pagin, were involved from 
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about 1732 in making drawings of objects in the Kunstkamera collec-
tion. Andrey Grekov (whose father was a Greek galley captain) had 
been apprenticed to Andrey Matveyev before entering the Academy. 
Matveyev was a talented artist who had been one of the first students 
sent to Holland at the expense of the Government. In 1729 Grekov 
applied to become a student of ‘whatever art the Academy deems ap-
propriate’.24 Matveyev had studied in Holland and knew Gsell – they 
had worked together on SS Peter & Paul’s Cathedral. It is possible that 
Matveyev suggested to Grekov that he should apply to the Academy, 
which resulted in him becoming the German-Dutch master’s appren-
tice. 

In addition to working and learning at the Gsells’ workshop, 
Andrey Grekov was attending German classes at the Academy 
grammar school. In March 1732, at the order of Johann Daniel 
Schumacher, he was transferred to the Kunstkamera where he was to 
supervise the anatomical and zoological collection.25 This was to 
mark the end of Grekov’s period of training. From then on, his main 
responsibility was supervising the collections of the museum, al-
though he continued to be listed as an ‘apprentice of the art of paint-
ing’ in the Academy rolls. He did the earliest of the extant drawings of 
Kunstkamera exhibits.26 In 1737, having passed an exam set by Gsell, 
he was promoted to assistant-artist. His salary was raised but at the 
same time, he received an instruction ‘to carry out his duties at the an-
atomical collection of the Kunstkamera with zeal, working even hard-
er than before’.27 He made drawings of both the collection of the mu-
seum and anatomical specimens for the professors of anatomy, Josiah 
Weitbrecht and Abraham Kaau-Boerhaave. The records in the ar-
chives include plenty of Grekov’s orders for pencils, brushes, paints 
and paper for drawing ‘various curiosities’.28 In 1743, without leaving 
his position at the museum, Grekov started teaching drawing at the 
Academy grammar school. In 1750, he was appointed teacher of 
drawing at the Academy university, although he continued to make 
anatomical drawings for Kaau-Boerhaave.29

At the Academy, both the students’ and teachers’ activities were 
strictly regulated. For example, Maria Dorothea and Georg Gsell were 
to ‘show zealous enthusiasm in passing on their knowledge to their 
pupils, concealing no aspects of their art’.30 The masters were to sup-
port the students, providing them with paints and other materials. 
When necessary, the students were dealt with harshly, as Cherkasov’s 
case shows. 

Femodor Cherkasov had studied painting and drawing in Italy. 
In 1723, having returned from his government-sponsored trip, he 

24. Materialy 1885-1900, vol. 1, 
p. 489. 

25. spbaran, f. 3, op. 1, no. 5, 204; 
Materialy 1885-1900, vol. 2, pp. 
484-485. 

26. spbaran, f. ix , op. 4, nos. 272, 
273, 706, 714. 

27. Materialy 1885-1900, vol. 3, 
pp. 520-521. 

28. spbaran, f. 3, op. 1, no. 102, 8; 
no. 141, 368; Materialy 1885-
1900, vol. 4, p. 486. 

29. spbaran, f. 3, op. 1, no. 185, 
296. 

30. spbaran, f. 3, op. 1, no. 5, 274
(obverse and reverse). 



Petersburgers.indb  62 02-02-2005  13:54:12

31. Materialy 1885-1900, pp. 484, 
559. 

32. spb aran, f. 3, op. 1, no. 5, 382
(obverse and reverse). 

33. Materialy 1885-1900, vol. 1, 
pp. 473, 559. 

34. Kopelevich 1977, p. 113. 

35. Breneva 1999, p. 6. 

36. Alekseeva et al. 1985, pp. 9, 52, 
73. 

37. Alekseeva et al. 1985, p. 12. 

elena s. stetskevich

became a pupil of Johann Gottfried Tannauer. In 1729, when he 
applied for a position as drawing teacher at the Academy grammar 
school, Johann Daniel Schumacher demanded that his skills were to 
be tested. He then was commissioned to draw the Kunstkamera exhib-
its whilst also attending Gsell’s classes.31 Cherkasov’s status at the 
Academy was that of an apprentice of the art of drawing.32 However, 
he ‘turned out to be lazy, not fulfilling the duties assigned to him, but 
taking to drink instead’. In the same year (1729), he was dismissed.33

The establishment of the Academy Printing House and 
the Art Chambers 

In October 1727, the Academy of Sciences became entitled to publish 
all books, except ecclesiastic and legal works.34 At the same time, the 
Printing House of St Petersburg was closed and the equipment used 
for printing civic publications (i.e. all non-religious publications) 
transferred to the Academy of Sciences. In addition to scientific litera-
ture, the new Academy Printing House published textbooks, calen-
dars and fiction, as well as the newspaper the St Petersburg Chronicle. 
In order to provide for the large-scale printing activities, several art 
workshops, so called ‘Art Chambers’ for Type making, Engraving and 
Binding were founded in the late 1720s. They were connected to the 
Academy Printing House. Another group of art workshops, set up at 
the same time, stemmed from the growing demand for instruments 
necessary for the experiments to be carried out by the members of the 
Academy who had arrived in St Petersburg. These included Optic, 
Lathing, Metalworking and Toolmaking Workshops. These art work-
shops collectively formed a single network supporting the Academy’s 
activities.35 When the term ‘arts’ is used in this connection, it thus 
means ‘the useful arts’. 

The development of the Engraving Chamber or Workshop was es-
pecially rapid, since the majority of the Academy’s publications were 
illustrated. As early as 1727, there were nine engravers, including the 
engraver of maps and letters Georg Johann Unverzagt, portrait en-
graver Christian Albrecht Wortmann and the cityscape and architec-
ture engraver Ottomar Elliger. Moreover, engravers who had formerly 
worked at the Printing House of St Petersburg were now also on the 
staff of the Engraving Chamber. 36 In the early 1730s, two other work-
shops were founded, one for Printing and one for Mapmaking.37

Almost immediately, the masters in the workshops began to ap-
point apprentices. Since there were no formal regulations concerning 
the status of the workshops, only those essential to the activities of the 
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Academy of Sciences were paid, i.e. the tool and type makers, printers 
and engravers. By 1730 fifteen apprentices in the arts were working 
for the Academy of Sciences.38 In addition, the lessons that the Gsells 
had been giving at home for some years continued as usual. 

It is not surprising that the Academic Printing House and the work-
shops made heavy demands on the budget of the Academy of Sciences. 
Increasing the allowances of the workshop masters in combination 
with Schumacher’s authoritarian behaviour – he was practically the 
absolute ruler of the Academy in the 1720s-1730s – met with the op-
position of the members (the professors) of the Academy. The mem-
bers rightly pointed out that the unfavourable financial situation of 
the Academy was not only due to the increased wages of the Acad-
emy’s personnel but also to the amount of work they were supposed 
to do. 

In September 1733 a special meeting was called by Hermann Karl 
von Kayserling, President of the Academy, to discuss the most critical 
problems, such as whether the Academy of Arts (i.e. the arts division 
collectively comprising the Art Chambers) was a necessary part of the 
Academy of Sciences, in what way it could be useful to the State and 
how it should be financed. All the members of the Academy were 
unanimous that the arts division was necessary but were against the 
reliance of both the arts and the sciences on the one limited budget of 
the Academy of Sciences. Some proposed separating the two Acade-
mies, the most outspoken proponent of this idea being the astronomer 
and geographer Joseph Nicolas Delisle. He was supported by the anat-
omist Johann Georg Duvernoi but the majority regarded both acad-
emies being part of one and the same organizational structure to be of 
mutual benefit.39 After the meeting, a request was sent to the Senate 
for a subsidy to cover the Academy’s debts, to which the Senate react-
ed positively. 40

It was Baron Johann Alfred Korff, head of the Academy of Sciences 
from 1734, who expressed the position of the Academy authorities in 
this conflict. In his reply he reacted to those who argued that European 
academies did not include typographic and other art workshops. In a 
memorandum on the Academy’s status, he wrote that in Paris, London 
and Berlin, ‘there are plenty of craftsmen and artists, while we cannot 
boast of the same here.’41 In other words, the fact that there were 
practically no master craftsmen and artists working independently in 
Russia at that time, i.e. outside the Academy of Sciences, was responsi-
ble for the organization of the art workshops as a division of that insti-
tution. 
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As a result of the subsidy from the Senate, the number of apprentices 
at the Academy of Sciences, in particular those studying at the Engrav-
ing Chamber, increased in the 1730s.42

For example, Yakov Nechaev was apprenticed to Andrey Grekov 
in 1735. Until noon, he attended classes at the grammar school, after 
which Grekov taught him to ‘draw objects of the Kunstkamera’ and to 
‘look after the collection’.43 Nowadays, Nechaev’s signed watercol-
ours are preserved in the Archives of the Russian Academy of Sciences 
(St Petersburg Branch).44 Hence it was in the Engraving Chamber that 
students like Nechaev learned to draw. However, when a special 
Drawing Chamber was founded in 1738 (more information about this 
is given below), he continued his training there and according to the 
workshop master Johann Elias Grimmel was the best of his draughts-
men.45 In 1743 Nechaev was transferred, against his will, to the Her-
aldry Office, which was then involved in making emblems for the Life-
guard company. He worked there for over thirty years before he 
retiring at the rank of lieutenant and drawing master. 46

Three other pupils arrived in 1737 who had participated in the 
Orenburg expedition, namely Mikhail Nekrasov, Ivan Shereshperov 
and Andrey Malinovkin.47 They were to study drawing (under Chris-
tian Wortmann, master of the Engraving Chamber) and painting (un-
der Gsell) as well as attending German and Latin classes at the gram-
mar school.48 Later on, Nekrasov and Shereshperov were apprenticed 
to Gsell, while Malinovkin was admitted to the Engraving Chamber. 49

Under the terms of the contract that the Academy of Sciences made 
with Gsell in 1739, the pupils from Orenburg were to learn oil paint-
ing and watercolour drawing in three years. They were to ‘learn the 
art of watercolour drawing and draw animals and birds, as well as 
various botanical herbs, and also paint landscapes and maps in oils, 
and whatever is relevant to these’.50

Little is known about the Gsells’ methods of teaching. Georg’s 
students knew how to ground canvas and probably were able to 
paint in oils. In 1739, Nekrasov and Shereshperov reported to the 
Chancellery of the Academy of Sciences: ‘We, the humble ones, are 
being apprenticed to the master of painting Gsell, fulfilling the assign-
ments of the Academy, in accordance with his instructions’.51 Maria 
Dorothea Gsell was teaching them to work in watercolours, appar-
ently with good results, judging by the quality of Nekrasov’s and 
Shereshperov’s drawings, now in the Archives of the Russian Acad-
emy of Sciences (St Petersburg Branch).52 One way of learning was 
copying; it is known that Nekrasov was copying Merian’s works in 
the Academy of Sciences.53
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In 1745, in his application to the Academy Chancellery for promotion 
from apprentice to assistant, Shereshperov enumerated all the aspects 
of the trade he had had to deal with, viz. ‘illuminating [engravings of] 
herbs and patents, drawing Kunstkamera exhibits in pencil and water-
colour, grounding canvas and painting [walls in] the Conference 
room, illuminating pages of The Book of Coronation, etc.’54 After 
George Gsell’s death in 1740, Nekrasov and Shereshperov remained 
under Maria Dorothea Gsell’s supervision for several months until 
they were transferred to the Drawing Chamber. 55

Plans for an illustrated catalogue 

The second half of the 1730s was characterized by the draughtsmen’s 
increased activities, probably in connection with the catalogue of the 
Kunstkamera, for which they were making drawings of the exhibits. 
This activity is generally considered to have been prompted by the 
1727 order of the young emperor Peter ii to have a catalogue of the 
Kunstkamera collection published in Russian with engraved illustra-
tions.56 This could not have been the only reason, however, for these 
activities. The drawing production was much more extensive than was 
required for an illustrated catalogue, especially when you consider 
that the 2000 or so sheets that have been preserved were only part of 
the original collection. But whatever the situation was, Johann Daniel 
Schumacher, the compiler of the first catalogue of the collections Mu-
sei Imperialis Petropolitani Vol. i-ii from 1741-1745, played an im-
portant role in making the drawings. Schumacher was secretary to 
four successive Presidents and councillor of the Chancellery of the 
Academy of Sciences from its foundation in 1724 to 1761, and in this 
capacity was responsible for all the activities of all the Art Chambers. 
Being at the same time curator and librarian of the museum, Schu-
macher was able not only to supervise the drawing activities, but also 
the instruction of the art students. On the orders of Peter the Great, 
Schumacher had visited France, Germany, Holland and England in 
1721-1722, where he had familiarized himself with museums and li-
braries. He was without doubt the obvious person to compile the first 
catalogues of the collections of the Kunstkamera and the library. 

The project lasted for several years. In November 1732, the Senate 
carried out an investigation on the catalogues57 and in January 1733
the Academy of Sciences reported back that the work on translating 
Schumacher’s manuscript had begun.58 In the same years, the work on 
drawing the Kunstkamera exhibits started. Numerous drawings dat-
ing from 1735-1738 have been preserved. The drawings are signed by 

54. Materialy 1885-1900, vol. 7, 
p. 685. 

55. Materialy 1885-1900, vol. 4, 
p. 564. 

56. Materialy 1885-1900, vol. 1, 
p. 295. 

57. Ostrovityaninov 1958-1964, 
vol. 1, p. 65; Kopelevich 1977, 
p. 121. 

58. Materialy 1885-1900, vol. 2, 
p. 258. 
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59. See, for example, spb aran, f. ix, 
op. 4, nos. 595-598, 617, 620, 
747, et passim. 

60. Gize 1993, pp. 29-30. 

61. Breneva 1999, pp. 78-81, 154, 
164. 

62. Breneva 1999, pp. 80-81. 

63. spb aran, f. 3, op. 1, no. 8, 260
(reverse); no. 110, 128; Materialy 
1885-1900, vol. 8, p. 181. 
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the employees of the Academy Workshops: engravers Franz Bernz, 
Grigory Kachalov, Ivan Sokolov, Mikhail Makhaev, Andrey Polyakov, 
Phillipp Mattarnovy, Grigory Abakumov, Ottomar Elliger and Efim 
Terentyev; draughtsmen Andrey Grekov and Yakov Nechaev; and 
toolmakers Mikhail Semyonov, Pyotr Ermolayev and Stefan Nartov. 
The last three were pupils of Andrey Nartov, the head of the Tool-
making Chamber and also, as mentioned above, the instigator of one 
of the earliest proposals concerning the foundation of an Academy of 
Arts in Russia. As well as being involved in producing the drawings of 
the Kunstkamera collections59 Nartov’s pupils later did the illustra-

60tions for his book Theatrum Machinarum. 
All those involved in the project were experienced artists. Before 

joining the Engraving Chamber, Sokolov, Kachalov and Bernz had 
been Gsell’s students at the Academy grammar school. Later on, they 
studied under Elliger. Unverzagt. Ermolayev and Semyonov, prior to 
being employed by the Academy of Sciences, had studied drawing at 
the Chancellery of Construction under the architects Domenico 
Trezzini and Mikhail Zemtsov. 61 Nechaev, as mentioned above, had 
been apprenticed to Grekov, curator of the natural history collections 
of the Kunstkamera. It is therefore no wonder that drawings of the 
highest quality were the result of all this. Sokolov’s, Kachalov’s, 
Nechaev’s and Grekov’s watercolours, for example, were character-
ized by precise drawing and rich coloration that is still apparent today. 
The draughtsmen were taught to convey every detail of the objects 
they were depicting, as well as the colour, dimensions, material, paint-
ing or carving on them, etc. This could not fail to have an effect on 
their drawing technique. Hence this Kunstkamera project contributed 
to nurturing a new generation of Russian draughtsmen who could 
draw accurately and were able to fit in with the Western European 
tradition of imagery. 

Unfortunately, the archival records available to us do not describe 
how the museum items were depicted in practice in the 1730s-1750s. 
All we know is that drawing classes took place in the Engraving 
Chamber in the afternoon.62 It is possible that drawings of the Kunst-
kamera objects were also done in this workshop, which was headed 
by Wortmann from 1735. In the 1730s and the first half of the 1740s, 
the Engraving and the Drawing Chambers occupied three rooms on 
the first floor of the main building of the Academy of Sciences (former-
ly the palace of tsarina Praskovya Feodorovna) located on the Neva 
embankment next door to the Kunstkamera. 63 (Introduction, ill. 1) 
The rooms are marked N, O and P on the plan in the album of engrav-
ings entitled The Chambers of the St Petersburg Imperial Academy of 



Petersburgers.indb  67 02-02-2005  13:54:14

The Art Chambers of the Academy of Sciences of St Petersburg and the making of the drawings of the Kunstkamera objects 66 • 67

Sciences, the Library and the Kunstkamera, the Palaty published by 
the Academy of Sciences in 1741 and 1744. Drawing classes took 
place in the largest of these rooms.64 In 1748 the Engraving and the 
Drawing Workshops were moved to similar rooms on the ground 
floor. 65 (ill. 2) 

As already suggested, it is unlikely that all the watercolours pro-
duced in the 1730s were intended for reproduction in the catalogue 
of the museum, especially as the drawing of the objects continued in 
the 1740s and 1750s, after the publication of the catalogue. It is more 
probable that the project had a multiple goal; just like topographical 
drawings and later photographs became indispensable to scientific 
research, these drawings of the Kunstkamera collection also had an 
important function in the daily work of the curators of the collections 
and the professors of the Academy of Sciences. 

Ultimately the 1741-1745 catalogues of the library and the Kunst-
kamera remained unillustrated but Peter ii’s order had not been for-
gotten. In 1747, 66 ‘depictions of ancient and memorial curiosities of 
the Kunstkamera’ were selected for engraving. They were engraved on 
twenty-six copper plates and printed by the master of the Engraving 
Chamber, Ivan Sokolov, and illuminated by apprentice Andrey 
Grekov. 66

The founding of a Drawing Chamber in 1738

After 1738 the project seems to have been interrupted. At least, no 
drawings dated 1739 to 1742 have been discovered so far. The reasons 
must have been as follows. Firstly, there was a practical reason: in the 
first half of the 1740s draughtsmen and engravers were engaged in 
making an album commemorating the coronation of Empress Eliza-
beth Petrovna, even working into the night. In addition a development 
of a more fundamental nature may have caused the interruption. In 
1738 regular drawing classes were started at the Academy of Sciences. 
Bartolommeo Tarsia, the painter to the Court who had come to Russia 
in 1722, began teaching at the Academy of Sciences. He taught draw-
ing to the pupils of all the workshops (three two-hour classes a week), 
his salary being 200 roubles a year. 67 In the same year, the first sitter 
was hired.68 For that reason some scholars regard the year 1738 as the 
beginning of a Drawing Chamber at the Academy of Sciences.69 In-
deed, this was a significant event in the history of teaching drawing in 
Russia. 

After the opening of the Drawing Chamber, the system of art edu-
cation at the various workshops of the Academy of Sciences under-

64. spbaran, f. 3, op. 1, no. 151, 
449; inv. 158, 86-87; Materialy 
1885-1900, vol. 9, pp. 173, 220. 

65. Materialy 1885-1900, vol. 9, pp. 
90-91. 

66. Materialy 1885-1900, vol. 8, 
p. 434; vol. 9, p. 351. 

67. Materialy 1885-1900, vol. 4, 
p. 296. 

68. Materialy 1885-1900, vol. 3, 
p. 842. 

69. Pronina 1983, p. 32; Malinovsky 
1990b, p. 9. 
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ill. 2. Ivan Sokolov, the premises of 
the Academy of Sciences (formerly 
the palace of tsarina Praskovya 
Feodorovna). The Engraving and 
Drawing Chambers occupied three 
rooms on the first floor of the right 
wing. Palaty 1741, Tabula iv. 

went serious changes. Drawing methods were made compulsory at the 
initial stage, which were followed by specialization in the respective 
art workshops. The teaching methods used by successive masters of 
the Drawing Chamber relied on the achievements of the Western Eu-
ropean schools of drawing. In 1741 the German painter Johann Elias 
Grimmel, graduate of the Vienna Academy of Arts became master and 
head of the Drawing Workshop. His place was taken in 1758 by the 
Italian theatre painter Francesco Gradizzi, who had come to Russia 
five years earlier. In 1766-1767 the Italian painter Francesco Gandini 
was the head of the workshop. As stated in their contracts, these mas-
ters were commissioned to teach drawing to those working in all the 
art workshops in addition to their other responsibilities. 

Those trained at the Drawing Chamber were divided into three 
grades. Admission was open to boys of 11-12 years who were literate 
and showed an ability to draw during a two-month probationary pe-
riod. Beginners were to copy illustrations from J.D. Preissler’s book 
Basic Rules or Concise Manual of the Art of Drawing published in 
Russian by the Academy of Sciences in 1734. In addition they were to 
copy simple drawings and engravings. For teaching second graders, 
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more complicated multi-figure compositions and drawings of nature 
by well-known masters were used, as well as plaster casts. At a more 
advanced level, students were to draw both plaster casts and objects 
from nature, as well as creating original compositions of their own.70

During the years at the Drawing Chamber, the pupils mastered the art 
of drawing in pencil and black chalk. Some of the future engravers and 
draughtsmen were taught to draw in Indian ink and watercolour. 
Only a few completed their training as draughtsmen and fewer still 
as painters. Owing to this new orientation in teaching drawing, it is 
possible that less attention was temporarily paid to the Kunstkamera 
objects. 

During the 1740s and 1750s the Academy of Sciences spent a lot of 
time and effort on building up a collection of drawings and engravings 
to be used in teaching. French, Italian and English drawings and en-
gravings of quality were being purchased at the time for the Drawing 
Chamber. 71 A collection of plaster casts had also been formed. Teach-
ers and students had access to statues and low-reliefs of Christian sub-
jects and Classical Antiquity, some purchased in Russia in 1746 and 
1754 and others brought from Holland in 1748. 72 In 1749 another 
manual was published by the Academy of Sciences at the suggestion of 
Ivan Sokolov, master of the Drawing Workshop, entitled: A Clear and 
Fundamental Presentation of Anatomy for Painters by Carlo Cesi(o), 
who taught anatomy at the Academia di S. Luca in Rome (Carlo 
Cesio, Cognizione de Muscoli del Corpo Umano per uso di Disegno, 
Rome 1679). 

The classes on drawing from life taught at the Drawing Chamber 
were not only intended for all advanced students and apprentices of 
the other workshops,73 they were also open to the public. Every year 
the Academy of Sciences placed an advertisement about these classes 
in the St Petersburg Chronicle. 74 In the early 1740s, the Drawing 
Chamber even became the centre for drawing in the city, as it also 
trained employees of various governmental organizations, such as 
the Chancellery of Construction, the Chancellery of Artillery and 
Fortifications, the Admiralty, the Synod, the Mint Office, the Heraldry 
Chancellery, Guard regiments, etc. Moreover, it was the only institu-
tion admitting students who were not affiliated with any governmen-
tal organization. In practice, the arts division of the Academy of 
Sciences began to play the role of an Academy of Arts as early as 
the 1740s. 

70. The original title of Johann 
Daniel Preissler’s mannual was: 
Die durch Theorie erfundene 
Practic, Oder Gründlich-verfasste 
Reguln deren man sich als einer 
Anleitung zu berühmter Künstlere 
Zeichen-Wercken bestens bedienen 
kan, Nuremberg 1728-1731 
(cf. Russian edition Preissler 1734
and 1750). The details of the cur-
ricula of each grade of the Drawing 
Workshop are reflected in the 
project of the Constitution of the 
Academy of Arts of the Academy 
of Sciences, drawn up in the 1750s, 
first published by D.A. Rovinsky. 
See Rovinsky 1855, p. 59. 

71. Malinovsky 1990a, vol. 1, 
pp. 418-420. 

72. Materialy 1885-1900, vol. 8, 
p. 471; vol. 9, pp. 313, 434-436; 
Pronina 1973, p. 81. 

73. Materialy 1885-1900, vol. 5, 
pp. 127, 778; vol. 7, pp. 396-397; 
vol. 9, pp. 173, 220. In F. Gradiz-
zi’s contract signed in 1758, there 
was a special clause on classes on 
drawing from life at the Academy 
of Sciences, see spb aran, f. iii, 
op. 7, no. 94, 12 (reverse). 

74. Classes on drawing from life at 
the Academy of Sciences started in 
May 1742, see Materialy 1885-
1900, vol. 5, pp. 127, 310; vol. 7. 
p. 389; vol. 8, pp. 108-109. 
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The drawings of the Second Kamchatka Expedition (1733-1743) 

The second stage of making the drawings of the objects in the collec-
tion began after the return of the Second Kamchatka Expedition in 
St Petersburg in 1743, bringing together unique collections of objects 
of natural history, archaeology and anthropology, as well as drawings 
by the expedition artists, Johann Christian Berckhan, Johann Wilhelm 
Lürsenius and Johann Cornelius Decker. 75 During the expedition, the 
artists did drawings of newly discovered plants, animals and archaeo-
logical and anthropological finds. It should be pointed out that this 
category of drawings can only partly be considered to be part of the 
corpus central to this publication. They are often field sketches or 
preliminary studies for engravings, depicting the objects in a way that 
they did not appear in the Kunstkamera. As the boundaries between 
the corpus central to this publication and other drawings cannot al-
ways be clearly defined, brief attention will be paid here to these draw-
ing activities. 

The draughtsmen worked in close co-operation with the professors 
of the Academy of Sciences. In St Petersburg, Decker was drawing 
‘herbs and other things brought from Siberia’, while Lürsenius was 
finishing ‘[drawings of] herbs and birds done in Siberia’, in addition 
to the drawings he was doing of plants growing in city gardens.76 The 
historian Gerhard Friedrich Müller, a member of the expedition, com-
missioned Decker in 1744 to do drawings of traditional clothes of 
Siberian peoples and antiquities, as well as copies of town plans made 
in Siberia. Due to financial difficulties, however, the number of work-
ers involved had to be reduced and the contract with Decker was can-
celled.77

The artist’s career was problematic, probably due to his fairly nar-
row specialization. Six years later, he again applied for a position at 
the Academy of Sciences. The museum’s standards were high and the 
Kunstkamera curator, assistant-librarian Johann Caspar Taubert, 
stipulated that Decker should take a test. He was ‘to make drawings of 
one item in each group of objects in the natural-history collection’.78

Between July and September 1750 he managed to do drawings of 
‘only three items, namely, one bug and two sea spiders’. Owing to his 
poor eyesight, which had deteriorated as a result of hard work on the 
expedition, as well as his general tardiness, Decker was not given the 
position he was seeking. Taubert, however, did not exclude him from 
drawing ‘bigger objects’.79 Whether he worked for the museum or not 
is unknown, for no signed watercolours by him have survived. 

In 1745, Johann Wilhelm Lürsenius, apprentice Andrey Grekov, 
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painting master Johann Christian Grube (who had been involved in 
the Coronation Book of Elizabeth Petrovna), and four of the most 
talented pupils of the Drawing Chamber, N. Lyubetsky, 
I. Rukomoikin, N. Plottsov and E. Vinogradov were assigned to make 
drawings of plants, which Professor Johann Georg Gmelin had col-
lected in Siberia. It was the first time that descriptions had been writ-
ten (by Gmelin) and drawings done by artists of the Academy of 
Sciences of many of these plants.80 The draughtsmen worked at the 
professor’s home from 6 am to 12 noon and from 2 to 8 pm every day, 
the same working hours as in the workshops of the Academy of 
Sciences.81 As a result, 297 drawings of Siberian herbs were published 
as illustrations in Gmelin’s four-volume monograph Flora Sibirica sive 
historia plantarum Sibiriæ (1747-1769).82

The Academy of Sciences valued the work of Lürsenius highly. In 
1746, he was commissioned to copy 48 drawings in the Kunstkamera 
by Maria Sibylla Merian for the Empress. The instruction was ‘not to 
make or give out copies other than those intended for her Imperial 
Majesty’.83 As the best of the Academy’s artists, he was sent in 1746
to work at the wallpaper factory ‘to draw designs and samples’. It was 
not until 1749 that he was able to return to the Academy of Sciences 
and was appointed ‘drawing master of herbs and various objects in the 
natural history collection’ of the Kunstkamera, with a salary of 200
roubles a year. 84 At the time, he was working for Professor Müller 
making ‘drawings relating to the Siberian descriptions’.85 In 1751
Taubert asked him to copy sheets from the Ruysch herbarium pre-
served in the Kunstkamera. (Peter the Great had purchased the her-
barium together with Frederik Ruysch’s anatomical collection.) In 
1754 Lürsenius became head of the team of artists working for the 
museum; he also ‘was regularly asked to do other work both for the 
Academy of Sciences and for the Heraldry Department’.86

Johann Christian Berckhan was also simultaneously involved in 
dealing with the expedition material and making drawings of the 
Kunstkamera objects. Berckhan had returned to St Petersburg in 
1746, later than his colleagues on the expedition. The following year, 
he started working on the museum collections.87 At first, he was de-
picting ‘clothes of Asian peoples’, putting them on a metal mannequin 
used for this purpose in the Drawing Chamber. 88 In 1748 he was 
working on the zoological collections of the Kunstkamera, 89 where 
he remained active until his death in 1751. A special committee then 
discovered his last work at his home, namely ‘several sheets with 
drawings, in Indian ink, of birds and one small animal and another 
one just started’.90

80. Materialy 1885-1900, vol. 7, 
p. 372. 

81. Materialy 1885-1900, vol. 7, 
pp. 488-489. 

82. J.G. Gmelin, Flora Sibirica Sive 
historia plantarum Sibiriae, vols. 
1-4, St Petersburg 1747-1769. 

83. Materialy 1885-1900, vol. 7, 
p. 715; spb aran, f. 3, op. 1, 
no. 99, 143. 

84. Materialy 1885-1900, vol. 9, 
pp. 627, 710. 

85. Materialy 1885-1900, vol. 10, 
p. 246. 

86. spbaran, f. 3, op. 1, no. 149, 
393 (reverse); op. 8, no. 12, 2. 

87. spbaran, f. 3, op. 1, no. 153, 
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88. Materialy 1885-1900, vol. 8, 
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150. 
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The Constitution of the Academy of Sciences and Arts and the 
founding of a separate Academy for Painting, Sculpture and 
Architecture in 1757

In 1747 Empress Elizabeth Petrovna signed the Regulation of the 
Academy of Sciences. From then on it was to be called the Academy 
of Sciences and Arts. The arts, together with the printing house and 
bookshop, are mentioned as a separate division of the Academy of 
Sciences in the text of the Regulation. For the first time, the education-
al goals of the arts division were defined in the constitution of the 
Academy of Sciences. According to the Regulation, ‘pupils from all 
over Russia were to be admitted to the Academy of Sciences to study 
all the arts, free of charge, sponsored by the institutions to which they 
belong.’ The total number of apprentices on the staff of the Academy 
of Sciences could be increased to 50. 91 Apart from that the Empress’ 
decree of 4 August 1747 established a special allowance to the value of 
28,386 roubles for the Academy of Arts and the ‘expansion of the li-
brary and Kunstkamera’. This meant that the annual budget of the 
Academy of Sciences was practically doubled.92 According to the 
same decree, ‘Russian subjects both of the nobility and of any civic 
state other than serfs’ could study ‘civilian sciences and arts’ at the 
Academy of Sciences and Arts, free of charge, ‘except for their own 
living costs’.93

Official recognition of the Academy of Arts made it possible to 
increase the staff of the Academy. For example, Giovanni Valeriani 
(c. 1708-1762) was employed from 1748 to teach perspective and 
painting.94 Johann Friedrich Dunker (1718-1795) became head of the 
Carving Chamber (Workshop) in 1749 and started teaching sculpture 
and modelling.95 The architect Johann Jacob Schumacher (1701-
1767) was teaching architecture at the university, 96 which like the 
grammar school fell under the Academy of Sciences. Grimmel re-
mained head of the Drawing Chamber and the principal drawing 
teacher. The staff of the Engraving Chamber, headed by Ivan Sokolov 
from 1746, was still the largest. 

In the same year that the Regulation of the Academy of Sciences 
and Arts was adopted (1747), the positions of ‘painter of animals and 
flowers’ and museum assistant were added to the Academy staff. To 
fill these positions several pupils of the Drawing Chamber (Maxim 
Rykov, Nikita Bolotov and Pyotr Nazarov) underwent special training 
to work at the Kunstkamera. 97 In 1751, as well as Nikita Bolotov, we 
encounter the students Ivan Skornyakov, Efim Melnikov and Ivan 
Soplin, who later would be ‘assigned to work with the natural history 
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collections of the Kunstkamera’.98 Three years later in 1754, the 
museum staff did indeed include ‘the apprentice in the drawing of 
the natural history collection’ Rykov, and the pupil Bolotov, as well as 
the master Lürsenius. Bolotov, in addition to learning drawing, was 
being trained as a curator with the aim of becoming a museum assist-
ant later. 99 During this period the selection of collections to be drawn 
must have been made by Johann Caspar Taubert, the librarian and 
councillor of the Kunstkamera Office.100 He regularly applied to the 
Academy Chancellery for materials required by the artists.101 For ex-
ample, in June 1746 he asked for Indian ink and brushes for drawing 
‘old Russian coins and medals’.102 Rykov and Bolotov were working 
on drawings of items in the zoological collection in the 1740s and 
1750s and in 1757, Rykov was drawing medals.103

It is also significant that the administrative structure changed. In 
1748, the Assembly of the Academy of Arts was created as the Acad-
emy’s administrative body, headed by Professor Jacob Stählin, with 
Grimmel, Valeriani, the architect Johann Jacob Schumacher and (later 
on) Dunker as its members.104 In May 1757 Stählin was appointed 
director of the Academy of Arts105 but the general administration of 
the arts division remained the prerogative of the Chancellery of the 
Academy of Sciences. 

This was only a temporary measure. In the late 1750s an attempt 
was made to work out a definite Constitution of the Academy of Arts 
that formulated its goals. The most important of these was developing 
and propagating all the arts based on the art of drawing, namely: 
painting, sculpture, engraving, medal making and architecture, as 
well as teaching these to young people, so that ‘the noble arts would 
become more widespread in the Empire’.106 The Constitution also de-
fined the rules for admitting students to the Drawing Chamber, teach-
ing methods and the responsibilities of masters and their apprentices. 
It was in fact a written ratification of the 20 years experience of the 
workshop. 

However, the Constitution was never officially approved and 
events took a complete change of course. In 1757, independently 
of the Academy of Sciences and its art division, the French-oriented 
cultural adviser of Empress Elizabeth, Ivan Shuvalov, established an 
Academy ‘of the three most important arts’, i.e. painting, sculpture 
and architecture. Thanks to him, it soon found itself under the patron-
age of the Court and the Empress herself. The new Academy was 
based on the principles similar to those of the French Academy of 
painting and sculpture. Shuvalov was able to arrange adequate 
financing and to invite some outstanding teachers like the painter 

98. spbaran, f. 3, op. 1, no. 150, 
141. 

99. spbaran, f. 3, op. 8, no. 12, 2
(obverse and reverse). 

100. Materialy 1885-1900, vol. 2, 
pp. 142, 143; Ostrovityaninov 
1958-1964, vol. 1, pp. 160-161. 

101. spbaran, f. 3, op. 1, no. 143, 
363; op. 158, 71. 

102. spbaran, f. 3, op. 1, no. 102, 
176. 

103. For zoological drawings by 
Rykov, see spb aran, f. ix, op. 4, 
nos. 584, 649-651, 655-657 et pas-
sim; drawings by N. Bolotov, nos. 
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no. 222, 395. 
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105. Malinovsky 1990b, p. 11. 
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L.G. Le Lorrain, the sculptor N.F. Gillet and the engraver Georg 
Friedrich Schmidt. The latter was on the staff of the Academy of 
Sciences at the same time. Shortly afterwards, some of the brightest 
pupils of the Academy of Sciences were transferred to the new 
Academy of Fine Arts.107

It was administrative changes in the Academy of Sciences that 
ultimately led to the closing of its Academy of Arts. In October 1766, 
the Academy Chancellery was abolished and Count Vladimir Orlov 
was appointed as director of the Academy of Sciences. His attitude to 
the workshops was strictly negative and in 1766-1768, the majority 
of draughtsmen, painters and engravers were dismissed. Only those 
making engravings for anatomical and botanical publications or par-
ticipating in expeditions in the last quarter of the eighteenth century 
remained on the staff of the Academy of Sciences.108 The well-estab-
lished ties between the museum and artists practically ceased to exist 
after 1766. 109

Conclusion 

During the second quarter of the eighteenth century, the Arts Cham-
bers (Workshops of the Academy of Sciences) were closely connected 
with the Kunstkamera. For decades, artists on the staff of the museum 
and people employed by the Chambers were making drawings of the 
museum exhibits. Their signed drawings still give us an impression of 
their work today. Regretfully, it is only archival records that may shed 
light on the true role of some of those who did not sign their work. It is 
possible that subsequent research will yield the names of the authors 
of some watercolours and that the drawings that have been assumed 
to have been lost until now will resurface. 

The reasons for making the drawings were diverse. Some were to 
be used as illustrations for the Kunstkamera catalogue; others were to 
illustrate various scientific publications. Besides, drawings were neces-
sary for the daily work of the museum curators and the professors of 
the Academy of Sciences. Thanks to the watercolours that have sur-
vived to the present-day, we have an idea of what the collections of the 
Kunstkamera were like. 

To create so many drawings was only possible thanks to the work-
shops of the Academy of Sciences. The arts division was able to satisfy 
all the needs of the Kunstkamera with respect to the arrangement and 
restoration of the collections, the creation of interiors and even the 
rebuilding of the museum after the fire of 5 December 1747. This 
meant that the Kunstkamera activities reached their peak in the mid-
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dle of the eighteenth century. The workshops, set up to meet the vari-
ous practical needs of the Academy of Sciences, had in fact become the 
centre for training specialists in various arts and in this way prepared 
the way for an independent Academy of Arts, which was founded in 
1757. 
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Whereas in the first chapter of this book the functions of the ‘paper 
museum’ were discussed in the context of the conventions in this field 
elsewhere in Europe at that time, this article will endeavour to do the 
same by looking at the situation in Russia itself. What kind of infor-
mation do the sources in Russia offer on the aims and uses of the 
drawings? One question in particular comes to the fore: to what ex-
tent can they be regarded as preliminary drawings for prints? As al-
ready discussed, their importance cannot be considered independently 
of the production of illustrated educational and scientific publications 
that was emerging. When and under what conditions did the need for 
such illustrative material originate in Russia? 

Educational illustrative material for the children of the Emperor 

Since the second quarter of the seventeenth century, Western-Euro-
pean drawings and prints were available in the highest circles in Rus-
sia that contributed to preparing the way for producing the corpus 
that is the subject of this publication. The educational effect of such 
illustrative material was quickly recognized, particularly for young 
people. Poteshnye listy (lit. ‘amusement leaves’), either engravings and 
watercolours purchased in Western Europe, or ‘amusement albums’ 
specially created by painters to the Tsar were used from the seven-
teenth century for teaching the Tsar’s children. Peter the Great’s father, 
Alexey Mikhailovich, and his father’s sisters had Russian and German 
‘drawn sheets’ for this purpose as small children.1 In his Everyday life 
of the Russian Tsars, I.E. Zabelin mentions ‘ten outstanding sheets 
[…] with depictions of animals, birds, and grasses’ were bought at 
the vegetable market for Alexey Mikhailovich’s little daughter. 2

A.P. Bogdanov, a historian of the education of the Tsar’s children in 
the seventeenth century, called the Great Amusement Book produced 
in 1664 for teaching Alexey Mikhailovich’s children ‘a real painted 
encyclopædia’.3 The depictions included military subjects (drummers, 
trumpeters, infantrymen, cavalry and artillery), townscapes, birds 
and animals (a whale, a walrus, a polar bear, lions, crocodiles and 
monkeys), seascapes and sea battles, a large ethnographic series of 
the daily life of various peoples, daily life in Russia, and children and 
their games and other entertainments. In 1677 engravings from cop-
per plates began to be printed at the Verkhny (‘High’) Printing Office 
that Fedor Alexeevich, Peter the Great’s brother, organized in the Pal-
ace in Moscow. Officially it existed until 1683 but its equipment was 
still in use in the late seventeenth century. 4 Nikita Zotov, the teacher 
of the young Peter the Great, used ‘teaching pictures’, in addition to 

78 • 79

1. Bogdanov 2003, pp. 249-250. 

2. Zabelin 1915, pp. 101, 135. 

3. Bogdanov 2003, p. 233. 

4. Ibid., pp. 235, 251-252. 



Petersburgers.indb  80 02-02-2005  13:54:18

5. Kniaz’kov 1991, pp. 14-15. 

6. Ibid., p. 15. 

7. See: ‘Otchet, podnesennyi Petru 
Velikomu ot bibliotekar’a Schum-
achera o zagranichnom puteshest-
vii v 1721-22 godakh [Report 
presented to Peter the Great by 
the librarian Schumacher, on [his] 
foreign travel in 1721-22]’, in: 
St Petersburg 1862, vol. 1, 
pp. 545-546. 

8. Memoires pour l’histoire des 
sciences & des beaux arts (…), 
vol. 37, Paris/Trévoux. 352- 353
(quoted from Kopanev 1988, 
p. 18). 

natalya p. kopaneva

poteshnye (‘amusement’) ones. These were historical albums from the 
Tsar’s library, namely, ‘prints and albums with depictions of towns 
from all over Russia, as well as books showing many universally re-
nowned cities and all Roman churches, palaces and other sites, with 
their dimensions, both width and length’.5 For teaching Peter the 
Great, the artists of the Oruzheynaya (‘Armour’) Chamber coloured 
in prints of ‘cities, chambers, buildings, military engagements, great 
ships and, generally, historical characters with explanations’.6 These 
prepared the Tsar for his travels to Western Europe. 

Peter’s introduction to collections and illustrated catalogues 

While travelling, Peter the Great saw a number of well-known collec-
tions and illustrated catalogues. With the experience of his own youth, 
he was convinced that visual aids could be used in teaching in addition 
to books. Besides, making engravings of scenes from ancient and con-
temporary history and publishing catalogues of rarities had a consid-
erable political significance. It was appropriate for a European mon-
arch to have not only a curiosities chamber but also a description of it. 
In the seventeenth and eighteenth centuries, collection catalogues be-
came a characteristic of supreme power. But Peter put his own specific 
emphasis on this. Compare what the librarian to the Tsar, Johann 
Daniel Schumacher, remarked in this connection about the collections 
of the Elector of Brandenburg: ‘The royal coin collection and the 
chamber of antiquities [in Berlin] … deserve better treatment […]. It 
is regretful that, instead of increasing, these decrease every day, be-
cause His Royal Majesty is interested in sustaining the military, rather 
than supporting the sciences.’7 In contrast to this, one of the explicit 
goals of Russian diplomacy was ‘to create an image of Peter the Great, 
for European public opinion, as the enlightener of the nation whose 
glory equally depended on the development of learning as on achieve-
ments on the battlefield.’8 In other words, a ‘paper museum’ could 
make an enormous contribution to Russian prestige in Western 
Europe. 

As attested by the numerous documents pertaining to Peter the 
Great’s life, it was indeed the practical applicability of knowledge, 
including its use in everyday life, rather than prestige that was first 
and foremost the focus of the Tsar’s interests. Hence, his efforts to in-
troduce Western European culture and learning in Russia. Thanks to 
him, scientific research had even started before the Academy of 
Sciences was founded in St Petersburg in 1724; the Kunstkamera 
was the first research centre. Botanical, zoological, archæological, 
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ethnographical and historical finds were delivered to St Petersburg 
from all over Russia. Drawings of these items made up the core of the 
‘paper museum’. 

Scientific drawings in Russia before the ‘paper museum’ 

Before work on the corpus that we now know as the ‘paper museum’ 
began, illustrative material that was Western-European oriented was 
available in Russia, as we have already seen. However, scientific draw-
ings and prints were scarcely produced at all. A turning point was the 
expedition to Siberia in 1720, undertaken by Daniel Gottfried 
Messerschmidt at the request of Peter the Great. Messerschmidt was 
a Danzig medical doctor in Russian service. The following indicates 
that the material from this expedition was immediately used to im-
prove the scientific reputation of Russia abroad. 

By the order of Peter the Great, Johann Daniel Schumacher, the 
curator and librarian of the Kunstkamera, was visiting museums and 
libraries in France, Germany, Holland and England from February 
1721 to the end of 1722. 9 In turn, Western Europe became acquainted 
with the achievements of St Petersburg scholars. On 4 August 1721, 
Schumacher arrived in Paris. The next day, he gave a talk at the session 
of the Académie des Sciences, which Peter the Great had been an hon-
orary member of since 1718. Schumacher showed the audience a map 
of the Caspian Sea and told them about the description of Siberian 
birds by the above-mentioned Messerschmidt. Although the talk was 
only about the first part of Messerschmidt’s Ornithology, which was 
‘a sample essay’, it impressed the French Academicians who suggested 
that ‘the other aspects of the natural history of all the provinces of 
Russia be described in detail as well […].’10 Messerschmidt was very 
particular not only about describing the objects he collected, but also 
about drawing them. His reports, now preserved in the Archives of the 
Russian Academy of Sciences (St Petersburg Branch), contain pencil 
and watercolour drawings of, for example, birds in trees or a stylized 
landscape, or otherwise stuffed birds hanging on strings. (ill. 1, 2) The 
drawings are strictly functional, merely illustrating the descriptions of 
the objects depicted. Schumacher probably not only brought the man-
uscript that Messerschmidt had sent from Siberia but also the draw-
ings to Paris, as the French Academicians asked for the descriptions of 
the ‘other provinces of Russia’ to be illustrated ‘in the same way’, 11

i.e. similar to those shown by Schumacher. 
The visit of the Tsar’s librarian to Paris was reported in the French 

newspapers. According to the Gazette de France, 12 Schumacher also 
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1721. 



Petersburgers.indb  82 02-02-2005  13:54:20

Ill. 1. and 2. Unknown artist, 1720s, 
Depictions of birds from Daniel 
Messerschmidt’s collection. 
Watercolour, pencil. Archives of 
the Russian Academy of Sciences 
(St Petersburg branch), f. 98, op. 1, 
no. 20, leaf 82, tables 1 and 2. 

13. Ibid. 

14. Cornelis de Bruyn, Voyage 
de Corneille de Bruyn par la 
Moscovie, en Perse, et aux indes 
Orientales, vol. iii, Rouen 1725, 
pp. 473-475. 

15. Ibid., p. 476. 

16. Ibid. 
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brought with him depictions of archæological finds, some of which 
were also from Messerschmidt’s expedition. In the issue of 18 October 
1721, one can read about ‘many bronze statues discovered in graves in 
Kalmyk forests. Among those which the Tsar ordered to be placed in 
his study,’ continues the article, ‘one can see a Roman lamp in the 
form of a mounted figure of a Roman general, with a laurel wreath on 
his head, two mounted figures wearing 12th or 13th-century Western 
European armour, and many Indian idols, including a goddess wor-
shipped in China and Tibet […]. Peoples of China, Siam and India 
believe that she was the mother of one of their prophets who lived six 
centuries before Christ […]. In India, he is called Buddha.’13 A fuller 
version of Schumacher’s talk was later published by Guillaume 
Delisle, the Royal geographer, as a supplement to his publication of 
the Voyage de Corneille de Bruyn par la Moscovie en Perse et aux in-
des Orientales.14 In the report, Schumacher talked about axes, knives, 
various vases, urns, lamps, ear rings, rings, bracelets, bronze and silver 
depictions of human beings and animals, which one can picture while 
looking at the ‘drawings of the originals […] now preserved in his 
Royal majesty’s study’.15 He added: ‘[…] I am not going to publish the 
engravings here, but I should like to inform the public that these can 
be found at the end of the last volume of Montfaucon’s L’antiquité 
expliquée.’16 Indeed, the engravings showing the objects in question 
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were published in 1724 in L’antiquité expliquée et representeé en 
figures17 by the Benedictine Bernard de Montfaucon (1655-1741). 
He was a bibliographer and palæographer whom Schumacher visited 
while in Paris and corresponded with after he had returned to 
St Petersburg, discussing the ‘organization of the library and the Kunst-
kamera’.18 When preparing his publication, Montfaucon had visited 
all the important European collections of antiquities and commis-
sioned engravings of the objects he had described. The fifth volume of 
his work contained the first publication of the drawings of the Russian 
archæological and ethnographic collections, with Schumacher’s de-
scriptions in French and Latin.19 According to this description, the 
book showed nine metal figurines found ‘in the land of Kalmyks, 
between the Caspian and Siberia’. But Johann Philipp Strahlenberg, 
who had accompanied Messerschmidt on his Siberian expedition for 
some time, pointed out that the finds of the collection were from the 
Irtysh rather than the Caspian area, some of the objects having been 
taken from heathen temples, some discovered in graves and others 
snatched away from the Ostyaks.20 The collection includes objects 
from Kalmyk Buddhist temples, four Buddhist figures from a later 
period, a Classical-Antiquity lamp, one typically Chud cast bird, char-
acteristic of the Urals Iron Age, and one bronze fifteenth-century 
Western European mounted knight (Lower Volga or Kazakhstan). 
Leaving aside the problem of the attribution of the objects in question, 
it should be stressed that the French newspaper was the first to men-
tion the archæological collections of the Kunstkamera, while Monfau-
con’s work was the first publication about the objects in it. The ‘paper 
museum’ includes drawings of the objects described by Monfaucon in 
his publication. A comparison of the engravings in his book, the draw-
ings in Messerschmidt’s report and the depictions in our ‘paper mu-
seum’, however, suggests that the engravings were made after the 
drawings described in the report, which are similar in technique and 
craftsmanship. (ill. 3-9) 

Peter the Great decides to commission drawings of the 
Kunstkamera objects

As indicated above, the early 1720s were of crucial importance to 
Russian scholarship. The first expedition took place, with immediate 
results in the form of tangible objects and written and illustrative 
documentation. Activities then gained rapid momentum. The earliest 
evidence that all the objects preserved in St Petersburg Kunstkamera 
were to be depicted can be found in Dorothea Maria Gsell’s report of 
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ill. 3. Unknown artist, 1730s, 
Washstand (aquamanium), shaped 
like a bird with a hinged beak 
(Western Europe?, 14th c.). Watercol-
our, pencil. Archives of the Russian 
Academy of Sciences (St Petersburg 
branch), f. ix, op. 4, no. 176. 
(Paper Museum cat. no. 674) 
ill. 4. Unknown artist, Washstand 
(aquamanium), shaped like a bird 
with a hinged beak (Western 
Europe?, 14th c.). Engraving from 
Bernard de Montfaucon, Supplement 
au livre de l’antiquité expliquée et 
représentée en figures, vol. v, Paris 
1724. 
ill. 5. Franz Andreas Bernz, 1730s, 
Bronze lamp shaped like a horseman 
(Siberia, 4th c. a.d.). Watercolour, 
pencil. Archives of the Russian 
Academy of Sciences (St Petersburg 
branch), f.ix, op. 4, no. 250. (Paper 
Museum cat. no. 676) 
ill. 8. Grigory Kachalov, 1730s, 
Statuette of a horseman wearing 
armour (Western Europe?, 14th c.). 
Watercolour, pen and brush. Archives 
of the Russian Academy of Sciences 
(St Petersburg branch), f. ix, op. 4, 
no. 212. (Paper Museum cat. 
no. 671) 

> Page 86
ill. 6. Unknown artist, Bronze lamp 
shaped like a horseman (Siberia, 
4th c. a.d.). Engraving from Bernard 
de Montfaucon, Supplement au livre 
de l’antiquité expliquée et représentée 
en figures, vol. v, Paris 1724. 
ill. 7. Unknown artist, Statuette of a 
horseman wearing armour (Western 
Europe?, 14th c.). Engraving from 
Bernard de Montfaucon, Supplement 
au livre de l’antiquité expliquée et 
représentée en figures, vol. v, 
Paris 1724. 
ill. 9. Unknown artist, Horseman. 
Watercolour, pencil. Drawing from 
Daniel Gottlieb Messerschmidt’s 
collection. Archives of the Russian 
Academy of Sciences (St Petersburg 
branch), f. 98, op. 1, no. 20, leaf 50
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December 1723, cf. ‘[…] His Imperial Majesty has most graciously 
ordered, through the Court Physician, […] Lavrenty Lavrentyevich 
Bluementrost, that I become attached to the Kunstkamera depicting 
[the objects of] the said Kunstkamera in watercolours, arranged ac-
cording to the classes they belong to.’21 This indicates that it was Peter 
the Great’s idea to have the Kunstkamera objects drawn, that the 
drawings were commissioned from the daughter of the renowned 
Maria Sibylla Merian, Dorothea Maria Gsell, that they were to be on 
parchment and grouped in classes. On 4 March 1724, Johann Daniel 
Schumacher requested that the Admiralty College undertake the pro-
duction of parchment at its parchment mills ‘for depicting curiosi-
ties’.22 On 17 March, he received twenty-two calf hides for producing 
this expensive material.23 Regretfully, only four parchment drawings 
have been preserved to this day (see below); all the other known draw-
ings of the ‘paper museum’ are on Dutch paper. 

The need for illustrations for the publications of the Academy 
of Sciences 

It is only natural that after the establishment of the St Petersburg 
Academy of Sciences in 1724, the drawings published in scientific 
works were to become as important in the academician’s research as 
the items depicted. The publication of the researchers’ work was re-
garded as a primary aim of the Academy. The proposals for establish-
ing the Academy included a painter and an engraver, because ‘the edi-
tions must contain drawings and engravings’.24 For this purpose, a 
printing house was established, as well as two workshops, one for 
drawing and one for engraving. As already indicated in the corre-
spondence of the Dutch publishing firm Jansson-Waesberg and Schu-
macher, 25 the latter had a plan to set up a printing house and a pub-
lishing and bookselling firm at the Academy. The plan materialized 
later. In 1725, Schumacher ordered printing equipment, type and 
founts for mathematical and chemical formulæ from Holland. Illus-
trations for the first volume of the Academy transactions, Commen-
tarii Academiæ Scientiarium Imperialis Petropolitanæ, were commis-
sioned from the well-known French engraver Bernard Picard who 
lived in Amsterdam.26 On 30 August 1726, Schumacher sent Picard 
an anatomical drawing to be engraved for an article in Commentarii. 
But the publication of the volume was deferred, owing to political 
changes resulting from the death of Catherine I a year later. After the 
political situation had temporarily stabilized, the work was contin-
ued. In 1727, a contract was signed with the German-Dutch engraver 
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Ottomar Elliger. Moreover, the German engraver Christian Albrecht 
Wortmann came to St Petersburg and Alexey Fedorovich Zubov was 
invited to work at the Academy on a part-time basis. (He moved back 
to Moscow in 1729.) Schumacher therefore asked Picard to stop 
working on the engraving of the anatomical drawing and return the 
drawing to St Petersburg. The drawing, after being sent all over the 
place, was published in Vol. 1 of the Commentarii, illustrating an arti-
cle on anatomizing an elephant by Professor Johann Georg Duvernois, 
engraved by Christian Wortmann. This is a clear example of the role 
drawings played from the very beginning at the Academy of Sciences. 
The drawing in question is preserved in the Duvernois collection of the 
Academy of Sciences and for this reason this has not been included in 
our catalogue, although the object it depicts was in the collection of 
the Kunstkamera. This is a clear example of the role drawings played 
from the very beginning at the Academy of Sciences. 

Order to produce an illustrated catalogue of the Kunstkamera 

In November 1727, two years after the death of Peter the Great and 
shortly before the collections were brought together in one place in the 
new building on the Neva, an order was given that ‘a catalogue of the 
Kunstkamera in the Russian dialect (sic!) be published and the most 
curious things be engraved’.27 What was the aim of having the curious 
things’ engraved during that unstable period of the Court’s hardships? 
The Academy printing house had only been recently established and 
did not have the necessary equipment for publishing deluxe catalo-
gues. It is not impossible that a number of the aquarelles in our ‘paper 
museum’ originated from this order. Seen in this light, our corpus 
could have a connection with the seventeenth-century tradition of edu-
cational illustrative material discussed at the beginning of this article, 
as the catalogue of prints of the most important objects in the Kunst-
kamera was probably connected with the education of the young Peter 
ii. In 1727, Heinrich Ostermann became his tutor and tried to encour-
age an interest in learning in his imperial pupil. The same year he com-
missioned the Academy to make textbooks for the twelve-year-old 
Emperor. A textbook of mathematics and astronomy in three volumes 
was published in Russian and French. Volumes 1 and 3 and volume 2
were prepared by the mathematician Jacob Hermann28 and the astron-
omer Joseph-Nicolas Delisle respectively. Gottlieb Siegfried Bayer, like 
the member of the St Petersburg Academy mentioned above, pub-
lished a textbook of history. 29 The philosopher and physicist Georg 
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Bernhard Bülfinger, ‘on the commission of his excellency […] Baron 
von Ostermann’, made a manual for teaching Peter ii, published in 
German and Russian. (The Russian version was only published after 
his early death.)30 The latter edition is of special importance to us 
because it contains the basic principles of the young Emperor’s edu-
cation. Bülfinger drew up a list of subjects Peter ii was to learn and 
instructions on how these were to be taught and how to use the draw-
ings of the Kunstkamera and the Kunstkamera itself. For example, in 
teaching military subjects Bülfinger suggested that ‘drawings and 
models should be shown’ to the student.31 In teaching astronomy, he 
recommended using ‘machines’, made according to ‘both the Ptole-
maic and Copernicus’ systems, which are available in His Imperial 
Majesty’s kunstkamera […]’.32 It was also recommended to study var-
ious rarities, gems, and coins, the more so as His Imperial Majesty had 
‘enough of these rarities in his Rarity Chamber’. In this way he could 
‘quickly acquire a considerable knowledge of these just by looking at 
them, so that he could reflect later on the value and use of such collec-
tions’.33 But the order of 1727 was not fulfilled and engravings of the 
objects were not made at that time. In January 1730, Peter ii fell ill 
with smallpox and died. Ostermann and also the directors of the 
Academy had other problems to attend to. 

Preliminary drawings for illustrations in scientific publications 

At the end of the 1720s there were clear indications that the Academy 
of Sciences had all the necessary materials at its disposal for every 
stage of production of a large-scale, illustrated publication, namely 
drawing, engraving, printing, colouring and binding. In 1728, the 
Academy started to publish Plantarum minus cognitarum Centuriæ i
(-v) by Johann Christian Buxbaum, the German botanist who was 
one of the first batch of scholars to be employed by the Academy. 34

It included drawings that had been made during his journey to Con-
stantinople with the Russian embassy. 35 This publication is a mile-
stone in the development process of the corpus of drawings we now 
know as the ‘paper museum’ and was referred to in the 1741 cata-
logue of the Kunstkamera as ‘Icones pictæ rerum quæ in Academiæ 
thesauræ insunt’. The description of the individual boxes of these 
Icones pictæ state that they contain the original aquarelles for Bux-
baum’s book. It is thus only natural that we have included them in our 
publication. Regretfully the draughtsmen’s names are unknown but it 
is possible that Maria Dorothea Gsell was among them. All the draw-
ings of the ‘paper museum’ are known to have been made on paper; 
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the same applies to the botanical drawings in Buxbaum’s Centuriæ, 
with the exception of four drawings on parchment: Buxbaum nos. 
135, 170, 197, 322. (ill. 10 a, b and c) Since Maria Dorothea Gsell had 
ordered parchment for her work, it is possible that these four draw-
ings are by her. 

The example above demonstrates one of the functions of the ‘paper 
museum’. When Buxbaum’s publication had been completed, the 
drawings were kept for educational and research purposes. The coins 
and medals, however, show that this process could also occur the oth-
er way round. In this case, the starting point was the wish to have 
drawings of the complete numismatic collection and it was only after-
wards that certain drawings were used for engravings in publications. 
Oleg Neverov mentions some examples in his article; here we would 
like to mention Gottlieb Siegfried Bayer who wrote descriptions of the 
Academy’s collection of coins and published the results of his research 
in the periodical of the Academy mentioned above, Commentarii 
Academiæ scientiarum Imperialis Petropolitanæ. 36 (ill.11) 

The corpus of drawings as museum object 

By the 1730s, the number of drawings in the ‘paper museum’ had be-
come considerable. The drawings that have never been published are 
also of interest. They were used as museum exhibits in their own right, 
to be shown to visitors. This fact is mentioned in Voyages en Anglois 
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ill. 10a. Unknown artist, 1724-28, 
Green cormophyte Mniobrium deli-
catulum with moss capsules. Water-
colour on parchment. Original of the 
drawing for Johann Christian Bux-
baum, Plantarum minus cognitar-
um…. Archives of the Russian Acad-
emy of Sciences (St Petersburg 
branch), f. i, op. 19, no. 4, leaf 135. 
(‘Paper Museum’ cat. no. 366) 
ill. 10b. Unknown artist, 1724-28, 
Flowering plant of the Composite 
family. Watercolour on parchment. 
Original of the drawing for Johann 
Christian Buxbaum, Plantarum mi-
nus cognitarum…. Archives of the 
Russian Academy of Sciences 
(St Petersburg branch), f. i, op. 19, 
no. 4, leaf 170. (Paper Museum cat. 
no. 405) 
ill. 10c. Unknown artist, 1724-28, 
Flowering and fruit-bearing plant of 
the Cruciferæ family. Watercolour on 
parchment. Original of the drawing 
for Johann Christian Buxbaum, 
Plantarum minus cognitarum…. 
Archives of the Russian Academy of 
Sciences (St Petersburg branch), f. i, 
op. 19, no. 4, leaf 197. (Paper Muse-
um cat. no. 432) 
ill. 11. Unknown artist, Drawings of 
coins for the periodical of the Acad-
emy, Commentarii. Archives of the 
Russian Academy of Sciences 
(St Petersburg branch), f. xii, op. 2, 
no. 12
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37. A. de La Motraye, Voyages en 
Anglois et en Francois en diverses 
provinces et places de la Prusse 
ducale et royale, de la Russie (…), 
The Hague 1732. 

38. Bespiatykh 1997, pp. 111-112. 

39. Ibid., p. 196. 

40. See Appendix 2. 

41. Ibid. 
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et en François en diverses provinces et places de la Prusse ducale et 
royale, de la Russie by Aubrey de La Motraye. He visited St Petersburg 
in 1726 and described the city in chapter three of his book, which was 
published in French and English.37 He also mentions various plant 
drawings ‘to be or have been engraved’ that Schumacher showed him 
when he was visiting the Kunstkamera and the library, that was then 
still located in the former home of Alexej Kikin, a nobleman who had 
been executed. The drawings must have been those made for the bo-
tanical work by Buxbaum mentioned above. (See also the Introduc-
tion.) 

Another visitor who mentioned the Kunstkamera in his memoirs 
was the Swede Karl Reinhold Berk, a ‘man of considerable learning’ 
specializing in coins and medals. He resided in St Petersburg in 1735-
1736. His manuscript Travels in Russia 38 has a detailed description of 
the library and the Kunstkamera, where he mentions ‘depictions of all 
the medals, antiquities and other artefacts, in their natural colours and 
life-size or, if the latter is impossible, to scale’. There is a note in the 
manuscript stating, ‘the drawings have already made up twelve large 
volumes; when the work has been completed, the most striking draw-
ings will be exhibited’.39 No doubt, the drawings mentioned are those 
of our ‘paper museum’, which judging from his words, were already 
on display in 1735-1736 in twelve boxes in the new building on 
Vassilyevsky island. Also worthy of a notice is his remark concerning 
the exhibition to be organized when everything had been completed 
(drawn?). He also says that all the depictions were by Georg Gsell, 
except those of rare animals and plants depicted by his wife, Maria 
Dorothea (a comment that needs qualifying in our opinion). In other 
words, the corpus of drawings was a group of exhibits that the Kunst-
kamera boasted about and were to be shown to visitors. The series of 
by then 58 boxes is indeed described as an exhibit in its own right in 
the second volume of the Kunstkamera catalogue, Musei Imperialis 
Petropolitani Vol. ii, published in 1741. 40 The manuscript of this cat-
alogue41, which in contrast to the printed version gives the number of 
drawings per box, mentions a total of 2353 sheets at that stage. (This 
does not include the numismatic collection and other drawings that 
were produced later.) 

The masquerade of 1739

When searching for the uses of our drawings, we sometimes stumbled 
on other drawing activities carried out in a different context to the 
‘paper museum’ but that were indirectly connected with it. An infa-
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mous event must be mentioned here in which foreign clothing in the 
Kunstkamera played a role, although ‘our’ drawings were probably 
only indirectly involved. 

In 1739, ethnographic drawings were used for a masquerade. 
Clothes of various nations were required and the Secretary-in-Chief, 
Avraam Sverchkov, demanded information about the ‘clothes they 
wear and the emblems on rings’ from the Academy of Sciences, in ad-
dition to the actual costumes. The Academy replied that the Kamchat-
ka Academy files on Cheremises, Chuvashes, and Votyaks comprised 
eight drawings. Not satisfied, the organizers of the masquerade re-
quested that colour drawings of the clothes people wear be made on 
the basis of the collections and descriptions in books. It should be not-
ed that ‘our’ drawings do not provide this sort of information and 
hence drawings of a different nature were necessary. Nevertheless, one 
of the sheets of the ‘paper museum’ has an inscription describing with 
disappointment the damage to one of the costumes used for the mas-
querade: ‘This drawing is the ninth of this jacket and it has been add-
ed, because of the other four kaftans received from the committee, one 
has been repaired or made anew and it has been decorated with differ-
ent ribbons, not against nature.’42 (ill. 12) 

Preliminary drawings for a printed book of plates 

In 1741, the Academy published an engraved book on the museum 
and the library entitled Chambers of the Library and the Kunstkamera 
of the St Petersburg Imperial Academy. 43 Furthermore, the publica-
tion of the Kunstkamera and library catalogues had been completed 
by 1745. 44 Evidently a decision was made in the meantime to have en-
gravings made for an illustrated deluxe edition, rather than a scholarly 
edition, as the engravers Ivan Sokolov and Grigory Kachalov request-
ed on 18 January 1746 paints and copper plates ‘for cutting the kun-
stkamera curiosities’. Another letter explains that only engravings of 
drawings of the ‘kunstkamera curiosities and memorial objects’ were 
meant. The work was completed in April 1747, resulting in 26 plates 
that were examined by the engraving master Grimmel. Three copies 
were printed from each of these plates, which were then illuminated. 
On 5 December 1747, however, a fire took place that damaged the 
Kunstkamera and the engravings: ‘the sheets burnt, but the plates and 
the originals (i.e. the drawings – n.k.) were rescued’. In August 1748, 
it was decided that six prints would be made on quality paper from 
each plate.45 Not all of the engravings are true to the original draw-
ings. According to Galina Printseva’s description, the one depicting 
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42. spbaran , f. ix, op. 4, no. 432. 
43. Palaty Sankt-Peterburgskoy 

Imperatorskoy Akademii nauk 
biblioteki i Kunstkamery [The 
Chambers of the St Petersburg 
Imperial Academy of Sciences, the 
Library and the Kunstkamera], 
St Petersburg 1741/1744.

44. Bibliothecæ Imperialis Petropoli-
tanæ, pars 1- [4], [St Petersburg] 
1742. The catalogue was published 
in 32 parts. Musei Imperialis 
Petropolitanæ Vol. i-ii, [St Peters-
burg] 1741-1745. The volumes 
were not published in sequence, 
the first part of the second volume 
(1741) being published first, 
followed by the first part of the 
first volume (1742); the second 
and third parts of volumes 1 and 2
were not published until 1745. 

45. Nowadays, the prints are 
preserved at the Hermitage 
(Department of the History of 
Russian Culture and the Library); 
some of these are at the Institute of 
Material Culture of the Russian 
Academy of Sciences, St Peters-
burg. The prints in the Hermitage 
Department of the History of 
Russian Culture are separate 
sheets, while those in the library 
are a bound volume called Monu-
menta Sibirica. 
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ill. 12. Unknown artist, 1730s, 
Embroidered woman’s robe 
(Middle Volga region, early 18th c.). 
Watercolour, Indian ink. Archives of 
the Russian Academy of Sciences 
(St Petersburg branch), f. ix, op. 4, 
no. 432. (Paper Museum cat. no. 
1082) 
ill. 13. Forty-three ear rings, pendants 
and a ring. Watercolour illuminated 
engraving, with gilding. 1747. 
The State Hermitage, inv. nr. pp-8892
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the key to the town of Derbent, for example, is an exact copy of the 
drawing, which also applies to the engraving of the Gothic reliquary 
from Revall (see cat. nos. 922 and 941), while the depictions of small-
er objects (rings, pendants and ear-rings) were arranged to make up 
different compositions. (ill. 13) 

Some of the other drawings in our corpus have also been shown to 
be preliminary studies for prints, although it is not always clear 
whether they were for specific publications. The Academy has docu-
mented its print production in a series of ‘Albums of engravings from 
plates’, which can be a useful source of reference when searching for 
such prints. The second volume includes a signed portrait engraving of 
a drawing by Elliger; it also has prints showing details of the sitter’s 
jacket and sword, and a separate engraving shows his hat and one of 
his shoes. The ‘paper museum’ contains the original drawing from 
which the last-mentioned print was made (cat.no. 834). As well as 
finding a print of one of our drawings in this way, we can identify who 
did the drawing. It is indeed probable that this detail drawing was 
done by the same artist as the complete portrait drawing itself, namely 
Elliger, especially as it is characterized by a craftsmanship that evi-
dently was typical of Elliger. (ill. 14 and 15a and b) 

The drawings as documentation 

Another function was also possible. After the terrible fire of 1747, 
drawings of the museum collections were used when replacing the ob-
jects. For instance, in 1753 copies of several drawings of objects from 
the Chinese collection were given to the physician F. Elachich, who 
was going to China to purchase replacements of the missing objects 
shown in the drawings.46 The drawings were executed in a hasty man-
ner and, unlike the drawings of the ‘paper museum’, without attention 
to detail. Generally, they are strictly functional, their aim being to give 
an idea of the object and the material it is made of. Elachich fulfilled 
his mission. In 1754, the Kunstkamera obtained ‘a lot of Chinese and 
Tartar rarities’, of which a part was said to have been brought ‘by the 
physician Elachich, who went to China with a convoy and was com-
missioned to collect rarities’.47

Ethnographic book illustrations indirectly related to our corpus 

When trying to determine the aims and uses of the ‘paper museum’, 
it is not always easy to identify a direct connection between individual 
prints and book illustrations. The following examples in the field of 
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46. See Shafranovskaya 1969. 

47. J. Bacmeister, Opyt o biblioteke i 
Kabinete redkostey i istorii 
natural’noy Sankt-Peterburgskoy 
Imperatorskoy Akademii nauk 
[Essay on the library and the 
Department of Rarities and Natu-
ral History of the St Petersburg 
Imperial Academy of Sciences], 
St Petersburg 1779, p. 128. 
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ethnographic publications suggest that drawings in the ‘paper museum’ 
were used in certain cases for the illustrations, even though some of 
them are not precisely recognizable in the prints. 

In the 1770s, ethnographic drawings began to be used as illustra-
tions for magazines, e.g. Otkryvayenaya Rossiya: ‘Russia discovered, 
or Collection of Costumes of All the Peoples of the Russian Empire’, 
published in 1774-1776. 48 Twelve issues came out, financed by the 
bookseller Karl Wilhelm Müller. There were no texts, only engravings. 
According to the Complete Catalogue of Russian Eighteenth-century 
Books, ‘in choosing the materials, several scientists assisted the en-
graver Ch. M. Grot, but their names are unknown’.49 The magazine 
engravings were used in Beschreibung aller Nationen des Russischen 
Reichs (St Petersburg, 1776-1780) by Johann Gottlieb Georgi. The 
German as well as the Russian edition of 1799 contain extensive infor-
mation on the customs and traditions of the peoples living in the Rus-
sian Empire. In the introduction, Georgi points out that the depictions 
were by the engravers Roth and Schlepper, partly executed from the 
drawings (italics mine – n.k.) and figures of the Kunstkamera of the 
Imperial Academy of Sciences and partly from real people.50 Seven 
newly discovered original engravings of drawings in pen and Indian 
ink with washing bear Berckhan’s signature. One is signed t.e.t. (Ter-
entyev Efim?), i.e. one of the participants of the ‘paper museum’.51

The costumes in our drawings (ill. 18, 19) are worn by conventionally 
depicted people of different nations on these prints, their postures be-
ing untypical of real people. (ill. 16, 17) The fact that the clothes in the 
‘paper museum’ drawings are depicted in a very different way, namely 
as if on a coat-hanger, has been a reason for doubts as to whether the 
drawings were intended to be engraved. There is a print executed in 
the 1730s, however, that shows the coat of a uniform depicted in a 
similar manner. (ill. 20) In this context, one cannot be absolutely con-
fident whether the ‘paper museum’ drawings were destined for en-
graving or not. 

The reprise of the print project in 1774

In 1774 a Commission of the Academy of Sciences took the decision 
to resurrect the old project dating from 1746-1747 to have the 
Kunstkamera objects engraved. It is interesting to read the explana-
tion of the commission that made this decision: ‘Since the Academy 
engravers have not been engaged in their [professional] activities for 
some time, [and] while the commission inspecting copper plates has 
discovered that during the presidency of His Excellence, Count Kirill 
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48. Otkryvayemaia Rossiya, ili 
sobranie odezhd vsekh narodov v 
Rossiiskoy imperii obretayu-
shchikhs’a [Russia discovered, or 
Collection of Costumes of All the 
Peoples of the Russian Empire], 
St Petersburg 1774-1776, 
nos. 1-12. 

49. Svodnyi katalog russkoy knigi 
xviii veka 1966, p. 160. 

50. J.G. Georgi, Opisanie vseh v 
Rossiiskom gosudartsve obitayus-
hih narodov (...) [The discription 
of all the nations inhabiting the 
Russian State(...)], St petersburg 
1799, p.xv

51. I am grateful to A.N. Abfertyeva 
for the opportunity to view these 
drawings. 

ill. 14. Ottomar Elliger, 1728-35, 
Hat with feathers and shoe. 
Watercolour. Archives of the Russian 
Academy of Sciences (St Petersburg 
branch), f. ix, op. 4, no. 446. 
(Paper Museum cat. no. 834) 
ill. 15a. Ottomar Elliger, Portrait of 
a man. From ‘Albums of engravings 
from plates’. Archives of the Russian 
Academy of Sciences (St Petersburg 
branch), f. xii, op. 2, no. 12
ill. 15b. Ottomar Elliger, Hat with 
feathers and shoe. From ‘Albums of 
engravings from plates’. Archives of 
the Russian Academy of Sciences 
(St Petersburg branch), f. xii, op. 2, 
no. 12
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ill. 16. Tungus shaman of the Argun 
river. Engraving from Johann 
Gottlieb Georgi, Beschreibung aller 
Nationen des Russischen Reichs 
(St Petersburg, 1777) part 3, plate 59
ill. 17. Tungus shaman of the Argun 
river. Engraving from Johann Gott-
lieb Georgi, Beschreibung aller 
Nationen des Russischen Reichs 
(St.Petersburg, 1777) part 3, plate 63
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ill. 18. Unknown artist, 1730s, 
‘Grand’ shaman’s kaftan. Water-
colour, gilding, Indian ink. Archives 
of the Russian Academy of Sciences 
(St Petersburg branch), f. ix, op. 4, 
no. 368. (Paper Museum cat. no. 
1042)
ill. 19. Unknown artist, 1730s, 
Shaman’s clothing. Watercolour, 
gilding, Indian ink. Archives of the 
Russian Academy of Sciences 
(St Petersburg branch), f. ix, op. 4, 
no. 369. (Paper Museum cat. no. 
1043)
ill. 20. Unknown artist, Uniform 
coat. From ‘Albums of engravings 
from plates’. Archives of the Russian 
Academy of Sciences (St Petersburg 
branch), f. xii, op. 2, no. 12
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Grigoryevich Razumovsky, some of the plates were cut, representing 
ancient golden Tartar and other rarities preserved in the Kunstkamera 
and the Medal Collection, the number of plates cut being not less than 
twenty-six, the Academy commission has taken the decision that the 
cutting of the plates be continued, both for the exercise of the idling 
engravers and for the completion of engraving the said plates, and in 
the absence of other necessary tasks, the engravers must be engaged in 
cutting the copper [plates] under contract.’52 According to the ledger, 
the warehouse of the Academy of Sciences had thirty-six plates made 
for the ‘Book of the Kunstkamera Curiosities of the Numismatic Col-
lection’ in 1803, plus 51 plates (of which 39 had been engraved), while 
depictions of Kunstkamera objects had been removed from 12 plates. 
These were used for making engravings for the ‘Book of Differential 
Calculus’. In addition the ledger mentions nine other plates with de-
pictions of Kunstkamera objects. 

A new attempt at a reprise in 1839

In the 19th century, the ‘paper museum’ continued to attract scientists’ 
attention. In 1839, the member of the Academy P. Koeppen suggested 
that the drawings of the Kunstkamera archæological collection should 
also be published.53 His argument in favour of this clarifies the situa-
tion and hence is quoted at length. Koeppen asked: ‘What has so far 
been done for the preservation of the memory of these objects? Un-
doubtedly not enough! It was as early as the beginning of the last cen-
tury,’ he reminds us, ‘that Witsen54 and Strahlenberg55 presented de-
pictions of various objects found in kurgans [burial mounds in 
Siberia]. Bacmeister’s description of the library and the collections 
of the Academy of Sciences56 shows that Count Razumovsky, who 
was the President of the Academy between 1746 and 1766, even or-
dered that drawings of all the objects belonging to the Academy col-
lections be executed and engravings of the drawings made, but once 
started the work remained unfinished. We only know,’ Koeppen con-
tinues, ‘that the prints of the twenty-six sheets prepared are extremely 
rare and that the copper plates with depictions are virtually unrecov-
erable.57 But the loss in that case does not seem to be too great because 
in the context of a deficit of texts and their inept format, some of the 
objects […] in Razumovsky’s days were so badly represented that one 
could not but admit that they were absolutely useless. However, this 
applies only to the depictions that have oriental inscriptions. This 
makes it desirable,’ he explains, ‘that the Academy decides to have the 
depictions of all the objects published that are known to have been 
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unearthed from graves’. He therefore suggests that ‘a special publica-
tion of objects found in graves could include the following objects: 
sculls; stone objects, weapons, hammers or axes; clay vessels; wooden 
objects; glass objects (beads, vessels, etc.); and metal objects: rings, ear 
rings, wreaths (found on sculls), bracelets, clasps, various tools, 
mouldings, plaques, buttons, bells, cups, scoops, etc., and especially 
coins.’58 In spite of the fact that the Academy took the decision to sup-
port Koeppen’s idea, the drawings were never published. 

Conclusions 

The process of making drawings of objects preserved in the Kunst-
kamera was never discontinued, although it was alternately ceased 
and suddenly resumed, as indicated by the dates of the extant water-
colours. However, to sum up: the purpose of producing the drawings 
is not absolutely clear. Being close to the Court, the St Petersburg 
Academy and the Kunstkamera had to carry the burden of those 
changes that imbued the history of Russia in the first half of the eight-
eenth century. But the person who de facto headed the Academy, Jo-
hann Daniel Schumacher, was very dexterous in reacting to these 
changes. As the above evidence suggests, changing demands resulted 
in changing purposes for producing the drawings. 

It is hardly a coincidence that Peter the Great commissioned Maria 
Dorothea Gsell to draw the Kunstkamera objects. Before coming to 
St Petersburg, she had produced watercolours with her mother, Maria 
Sibylla Merian. In addition to being gratifying to the eye, these water-
colours were characterized by faithful rendering, which was necessary 
for teaching purposes. The idea of creating the Kunstkamera drawings 
resulted not only from their political but also from their educational 
significance. Although the number of prints that would be absolutely 
concordant with the respective drawings is very low, there are enough 
for the tentative conclusion to be made that those drawings which 
have a line frame or those marked ‘Tab’ were to be engraved. Exam-
ples include a Surinam Pipa (ill. 21), a Globe (ill. 22) and a Quadrant 
(ill. 23). We can assume, however, that most of the drawings that were 
engraved were not returned to the Kunstkamera. These drawings and 
the manuscripts they illustrated became part of the archival fund of 
the scientist who had produced the manuscript. Compare, for in-
stance, ill. 24 for the work by A. Kaau-Boerhaave or the watercolours 
depicting the materials of the 2nd Kamchatka expedition, which are 
also in scientists’ archival funds. It is possible, therefore, that the lack 
of corresponding drawings and prints in the publications of the Acad-
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ill. 21. Andrey Grekov, 1732, 
Toad (Bufo marinus?). Indian ink. 
Archives of the Russian Academy of 
Sciences (St Petersburg branch), 
f. ix, op. 4, no. 706. (Paper Museum 
cat. no. 74) 
ill. 22. Pyotr Ermolayev, 1730s, 
Orrery on a black lathed wooden leg. 
Watercolour, Indian ink. Archives of 
the Russian Academy of Sciences 
(St Petersburg branch), f. ix, 
op. 4, no. 744. (Paper Museum 
cat. no. 529) 
ill. 23. Pyotr Ermolayev, 1730s, 
Wooden Davis quadrant. Water-
colour, Indian ink. Inscribed (in the 
right upper corner): Tab. Archives of 
the Russian Academy of Sciences 
(St Petersburg branch), f. ix, 
op. 4, no. 749. (Paper Museum 
cat. no. 533) 
ill. 24. Child with develoment anom-
alies. Pencil on paper. Drawing from 
Abraham Kaau-Boerhave’s manu-
script of Historia anatomica 
infantis…(St Petersburg, 1754) 
Archives of the Russian Academy 
of Sciences (St Petersburg branch), 
f. 3, op. 1, leaf 60

59. spb aran , f. 3, op. 1, no. 112. 

emy can be accounted for by the simple fact that the drawings preced-
ing the prints are no longer in the corpus of the ‘paper museum’ and 
hence could not be included in this publication. 

It should also be remembered that some of the drawings were lost 
in the fire of 1747. After the fire, an order was made to draw up a list 
of the objects lost. According to Berckhan’s and Andrey Grekov’s re-
ports preserved in the Archives of the Academy of Sciences, Grekov’s 
Drawing Workshop lost five original drawings of Siberian herbs and 
30 copies of them, while Berckhan reported 237 drawings to have 
been rescued, viz. ‘3 drawings of herbs, […] 21 drawings of fish, 
14 drawings of birds, 4 drawings of animals, 9 drawings of fungi,[… 
and] 30 drawings of various Siberian peoples in colour’.59 Questions 
that arise in this connection are another indication that the present 
publication is the beginning of research that has yet to be finished. 

The use of the Icones pictæ rerum quæ in Academiæ Thesauris 
insunt was not limited to the creation of illustrations for scientific 
publications. For example, marginalia referring to the Messerschmidt 
objects or to Montfaucon’s edition suggest that that the drawings were 
used for the study of collections. In the 19th century, they served for 
the reconstruction of the objects depicted. In Siberian Antiquities, 
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V.V. Radlov mentions a deer Gerhard Friedrich Müller had sent to the 
Kunstkamera from Siberia in the 1730s: ‘At present, the deer has no 
antlers, therefore the present wood-cut is based on the old drawing 
that, in the last century, the Academy of Sciences planned to publish 
in the description of the kunstkamera.’60

The documents at our disposal also confirm that the collection of 
drawings known as the ‘paper museum’ was used to create scientifi-
cally based illustrations for the Academy publications, for studying 
collections, for engravings illustrating the Kunstkamera catalogue and 
for replacing lost museum objects. Elena Stetskevich deals separately 
with another important function elsewhere in this publication, namely 
teaching the students of the Drawing and Engraving Chambers of the 
Academy. Many of the problems connected with determining the pur-
pose of the Icones pictæ rerum of the St Petersburg Academy of 
Sciences may be resolved if new evidence is found concerning the use 
of the drawings, their history and most importantly of all, what draw-
ings could the ‘paper museum’ originally have included other than the 
more than 2000 sheets that we know of to date. 

60. Radlov 188-1902, part 1-3
(1894), p. 827. 
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The fortunes of the Kunstkamera drawings in the nineteenth and twentieth century 

Since their production, the drawings depicting the Kunstkamera 
objects have travelled a long road, parts of which remains unmapped. 
It is known that the majority were made in the mid-1730s and 1740s 
and that the flow of work gradually came to a halt in the late 1750s. 
As already mentioned in the introduction, the drawings were origin-
ally stored in 58 boxes, classified according to theme. According to 
Johann Daniel Schumacher’s publication Chambers of the St Peters-
burg Academy of Sciences, Library and Museum (1741/1744) these 
boxes were housed in room uu situated in the left wing of the ground 
floor.(Introduction, ill. 4 and 6) The storage boxes are made of card-
board covered with leather and are decorated with embossed gilt 
vignettes showing a double-headed eagle in the centre of the front 
cover. At present nineteen of these boxes can still be traced.1 Six are 
to be found in the Hermitage: one with drawings of precious objects 
(Icones adparatus pretiosi, 132 sheets) and five with drawings of coins 
and medals. Thirteen volumes are in the Archives of the Russian 
Academy of Sciences. Finally, the Russian Museum is in charge of 121
loose sheets. Since the search for the drawings is still underway, it is 
likely that more of these will be recovered in the various specialised 
museums of the Academy of Sciences, where parts of the Kunstkamera 
collection have been deposited since the 1830s. The museums con-
cerned are those of zoology, archæology, palæontology, botany, the 
navy and artillery which were founded during the nineteenth century, 
along with various technological museums – like the Museum of the 
Institute specializing in the History of Science and Industry – and a 
number of educational institutions. Re-distribution of the collection 
was continued after the Revolution of 1917. This makes it difficult to 
reconstruct the path these drawings took before arriving at their 
present address. Our information with regard to their provenance can 
be summed up as follows. 

First of all, we do not know how many drawings perished in the fire 
that broke out in the Kunstkamera in 1747. Since this disaster affected 
mainly the upper floors of the building, it is possible that the majority 
of the boxes of drawings in the uu room survived; besides there are no 
archival records to the effect that the fire destroyed a considerable 
number of drawings, nor is their any evidence that they were trans-
ported elsewhere in the following decades. It can therefore be assumed 
that the drawings were in the Kunstkamera until they were transferred 
to the branch museums, together with the respective collections. The 
following evidence supports this. In September 1894, the Department 
of Antiquities at the Hermitage received from the Museum of Archae-
ology of the Imperial Academy of Sciences six boxes of drawings 
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containing Kunstkamera objects. This means that both the drawings 
and the collections they depict were transferred from the Kunstkamera 
to the Museum of Archaeology before 1894. On 29 November of the 
same year, five of these volumes, containing mainly depictions of coins 
were transferred to the Department of Numismatics (Münzkabinet) 
of the Hermitage. What happened to the sixth box at that time is not 
known.2 I shall return to this question at the end. 

A part of the collection of drawings stayed in the Kunstkamera 
until the nineteen-thirties. The Archives of the Russian Academy of 
Sciences has records (for the year 1934) of a transfer of a collection of 
drawings from the Kunstkamera to the Archives, which took place on 
7 April 1934. This was ‘a collection of eighteenth-century watercol-
ours after Kunstkamera objects, in six leather-bound boxes with em-
bossed gold vignettes, containing the following groups of drawings: 
1. Chinese: 242 sheets (folio), plus 4 double sheets ( folio) + 

10 sheets (quarto), plus 2 sheets cut from those of folio size 
Total: 258 sheets. 

2. Siberian: 100 sheets (folio). 
3. Central Asian: 15 sheets (folio), plus 1 (quarto) 

Total: 16 sheets. 
4. Archaeological: 41 sheets (folio) + 4 double (folio) + 1 sheet cut 

from a folio size sheet. 
Total: 46 sheets. 

5. Miscellany (mostly Western European): 135 sheets (folio) + 
2 double sheets + 2 sheets (quarto) + 4 sheets cut from folio size 
sheets. 
Total: 143 sheets. 
Total of the five groups: 563 sheets.’3

On arrival at the Archives, all the drawings were registered by inspec-
tor A. Chernikov. They were incorporated into collection ix and regis-
tered in inventory 4, with inv. no. 1-570 (the extra numbers running 
from 564 to 570 are the result of the registration of each of the double 
sheets (folio) under a number of its own.) 4

In the same period this collection in the Archives of the Academy 
of Science was to receive an addition from a completely different 
source. In 1938, E.V. Petrova (residing at 26, Vosstaniya Str., flat 1) 
was to offer to sell them her eighteenth-century drawings of Kunst-
kamera objects. On 4 November 1938, the drawings were shown to 
a group of experts including Academician V.V. Struve, Director of the 
Archives G.A. Knyazev, and senior researcher Modzalevsky, who 
drew up a protocol to the effect that the drawings were ‘genuine, 
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depicting objects preserved at the Kunstkamera: monsters, animals, 
instruments, etc.) fifty items in total.’ The experts came to the conclu-
sion that the drawings did belong to the Kunstkamera collection, 
making up for gaps in a similar collection preserved at the Archives 
of the Academy of Sciences.5 The drawings were priced at 35 roubles 
each, which came to a grand total of 1750 roubles for the entire collec-
tion. Besides, Petrova gave away five designs free, ‘to various Acad-
emy publications’. All of these were added to collection ix, invento-
ried under nos. 571-625. 6

One year later, on 11 November 1939, the experts visited 
E.V. Petrova again (probably at her invitation) to purchase more 
drawings from her collection, some of which, mostly ‘drawings of 
some artistic value’, she reported had already been sold to the Russian 
Museum. Other drawings (mostly of instruments) had been sold to the 
former Chamber of Weights and Measures Museum. The rest, about 
two dozen (‘monsters’ and instruments) were offered to the Archives.7

On 28 November 1939, the director of the Archives did indeed pur-
chase ‘twelve drawings of monster human beings, 14 drawings of in-
struments and one dancing figure, bringing the total to 27 drawings, 
1450 roubles paid for the lot’.8 Those drawings, too, were added to 
collection ix, inventory 4, and registered under nos. 732-759. It can 
be concluded therefore that the drawings still preserved at the Russian 
Museum today were purchased from E.V. Petrova in 1939 and that no 
watercolours after Kunstkamera objects were obtained by the Ar-
chives of the Russian Academy of Sciences after this date (backed up 
by the fact that the numbering still only goes as far as 759). 

This leaves the puzzle of the 107 sheets, inventoried in the gap be-
tween the two groups mentioned above (nos. 626-731) which must 
have been acquired before the registration of the second acquisition 
of 1939, because the numbers were then ‘passed over’. According to 
the inspection report on 759 eighteenth-century drawings (dated 20
September 1945), in addition to the purchases from Petrova in 1939, 
work had been acquired from the Museum of Zoology. 9 Those must 
have been the 107 items just mentioned, although the report gives no 
information concerning either the number of drawings received from 
the Museum of Zoology nor descriptions. According to the latest in-
spection report dated 17 September 1971, collection ix contains 759
drawings.10 In addition to these more than 350 botanical drawings 
have been preserved in collection i which were also once part of what 
we now call the ‘paper museum’. What happened to the rest of the 
drawings of plants and flowers – there must have been several hundred 
– is at the present moment not known (see Introduction). 
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5. spbaran, f. ix, op. 4, 
no. 26 (obverse and reverse). 

6. Ibid., no. 26 (reverse). 

7. Ibid., no. 44. 

8. Ibid., no. 45. 

9. spbaran, f.ix, op. 1, no. 146. 

10. Ibid., no. 97. 
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Let us leave the history of the acquisition of drawings by the Archives 
of the Russian Academy of Sciences and the Russian Museum for the 
time being, and try to figure out how the drawings arrived at the third 
location of the paper museum, the Hermitage. 

The adventures of the box of drawings of valuable objects, the 
Icones Adparatus pretiosi which is now to be found in the Hermitage, 
can be reconstructed along the following lines. The key to its where-
abouts lies in an event that took place in 1927 but unfortunately there 
is no documentary evidence to support this explanation. According to 
A.A. Ivanov, then head of the Oriental Department, the box had a tag, 
later lost, inscribed: ‘Borrowed by Borovka in 1927’. Most probably, 
this was vol. 6 of the drawings received by the Hermitage from the 
Museum of Archaeology of the Academy of Sciences in 1894, the 
unspecified box mentioned earlier. It must have been preserved at 
the Department of Antiquities of the Hermitage, from which Borovka 
borrowed it. After that, the volume was first at the photo archive of 
the Oriental Department, and, in 1964, it was transferred to the 
Department of the History of Russian Culture, where it is still kept. 

Grigory Iosifovich Borovka (1894-1941), a well-known archaeo-
logist of classical antiquities, worked at the Hermitage from 1917 on-
wards. In 1927 he was appointed head of the Department of Hellenic 
and Scythian antiquities and in that same year he organised a perma-
nent exhibition at the department, for which he required the volume 
of Icones Adparatus pretiosi, containing principally depictions of the 
items of the Scythian (Siberian) collection. This renowned scholar, a 
member of a noble St Petersburg family of German extraction, was 
arrested in 1930. The reason for his never returning the box to the 
Department of Antiquities must have been related to his arrest.11

In addition to this set of drawings in the Hermitage collection it 
was also possible to trace some other acquisitions. These included do-
nations by private individuals, e.g. 26 representations of scientific in-
struments, of which 16 were acquired in 1956, through the Purchas-
ing Committee of the Hermitage, from a certain Ms. Ermolinskaya, 
and 10 were given to the museum in 1976 by V.M. Chenakal, director 
of the Lomonosov Museum. At present the Department of the History 
of Russian Culture in the Hermitage has 164 drawings of Kunst-
kamera objects. In addition to this, the collection includes ten illumi-
nated engravings of Kunstkamera drawings (these are engravings 
which, as explained elsewhere in this book, were produced in 1748). 
These, too, must have been borrowed by Borovka, for they were pre-
served at the Oriental Department together with the above-mentioned 
box of drawings of precious objects, both subsequently transferred to 
the Department of the History of Russian Culture. 
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Apart from in the Department of the History of Russian Culture, 
Kunstkamera drawings are preserved at the Department of Numis-
matics, viz. one folder containing 26 leaves with drawings of medals 
from the reign of Peter the Great. Judging by the watermarks, the 
drawings were done at the same time as the depiction of the other ob-
jects. Comparison of the drawings and the descriptions of the medals 
themselves in the catalogue of the Kunstkamera, Musei Imperialis 
Petropolitani Vol.ii (1745), would suggest that these were prepara-
tory sketches intended as models for the engravings for an illustrated 
catalogue. When the drawings came to the Hermitage is unknown. 
Most probably they were received in the 1920s together with other 
materials from the Academy of Sciences, and, being regarded as auxil-
iary materials, they were not mentioned in the acquisition documents. 
The drawings show reproductions of fewer than half of the medals at 
the Kunstkamera commemorating different events that took place 
during the reign of Peter the Great, for the 1745 catalogue includes a 
total of sixty-six medals dating back to that period.12

Further drawings are to be found at the Library of the Department 
of Numismatics where they have five boxes with depictions of Greek 
and Roman coins from the Kunstkamera collection. These boxes have 
been mentioned before: they were transferred in 1894 from the Mu-
seum of Archeology to the Hermitage, and were probably moved 
along with the actual coins shown in the drawings.13

The burning question is whether further drawings can be tracked 
down elsewhere. Perhaps these notes on the adventures of the loose-
leaf drawings known to us may inspire others to do more research into 
the present whereabouts of the missing material. 
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The collection of the Archives of the Academy of Sciences includes a 
series of 22 sheets of anatomical drawings. Undoubtedly, this series 
represents only a small proportion of the drawings of anatomical 
specimens preserved in the Kunstkamera that were produced during 
the period under review, but most of which have not yet been found. 
The catalogue of 1741 records three boxes of Icones figurarum ana-
tomicarum, one box of Icones foetorum and one box of Icones mon-
strorum, which constitute about 350 drawings in total, assuming that 
each box contained about 70 drawings. Almost all of the 22 sheets 
discussed below must have been kept in the box marked Icones mon-
strorum. They show children (foetuses) with abnormal developments, 
which were brought together from all over Russia as a result of Peter 
the Great’s ‘Order concerning monsters’ of 13 February 1718. The 
drawings are life-size. None of them have been signed and they are 
very seldom dated. 

Three of the 22 drawings are worthy of special mention, as the chil-
dren depicted may have come from the collection of the Dutch anato-
mist Frederick Ruysch. Peter the Great had bought this collection in 
Holland in 1716. Cat. no. 13 shows a child with a congenital anomaly 
in the extremities, which is recognizable as the extant injected speci-
men catalogued (in 1948) as no. 4070-907 in the Ruysch collection; 
cat. no. 1, a newly-born boy with cerebral dropsy and artificially blue 
eyes, is almost certainly no. 4070-917 in the Ruysch collection. The 
child depicted in cat. no. 21 has not been found in the Kunstkamera 
collection. Although we cannot be certain about the origin of this 
drawing, the specimen could possibly have been prepared by Ruysch. 

At first glance, the drawings seem to have been produced by at least 
two artists. Some of the drawings (cat. nos. 2, 4, 5, 7, 8, 9, 12, 15, and 
16) have been done with brush and Indian ink, using a somewhat dry-
ish, harsh technique. The second group of drawings (cat. nos.1, 3, 6, 
10, 11, 13, 14, 18, 19, and 22) is also in Indian ink, but with a slight 
emphasis in pink. Washing to create three-dimensionality and accen-
tuate shadows can also be discerned, as well as traces of the original 
pencil sketch. Andrey Grekov was most probably responsible for this 
group of drawings; he was not only a draughtsman, but also curator 
of the anatomical specimens for a number of years. It is possible that 
he was responsible for the first group of drawings as well. The dryish 
manner in which they are painted is incongruent with Grekov’s spe-
cific style, but may reflect the state of the specimens and/or the pur-
pose of the drawings, e.g. subsequent engraving and publication in 
such works as Syndesmologia by Josiah Weitbrecht or the 1754 disser-
tation on ‘monsters’ by Abraham Kaau-Boerhaave. A remark by 
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Weitbrecht in 1737 in the introductory speech to his anatomy course 
confirms Grekov as the artist: ‘The drawings, albeit not all of them, 
are by Andrey Grekov; the engravings are by Grigory Kachalov and 
Ivan Sokolov or their apprentices’.1 In addition to this draughtsman, 
some of the 22 drawings that have been preserved are recognizable as 
the work of apprentices. That apprentices used anatomical objects to 
practise drawing is shown by two drawings (cat. nos. 2 and 3) of the 
same specimen, a child with an ‘Ethiopian’ birthmark on the forehead. 

In the source publication Materialy dlya istorii Imperatorskoy 
Akademii nauk (‘Materials for the history of the Imperial Academy of 
Sciences’), the majority of the descriptions of the babies with congeni-
tal deformities that were brought to the Kunstkamera are not clear 
enough to be used to identify the drawings. A comparison of the draw-
ings with the objects still in the Kunstkamera, however, did have re-
sults: 90 percent of the drawings could definitely be identified as depic-
tions of objects dating from the first museum collections. Photographs 
of the extant specimens confirm their similarity to the old drawings in 
the archives. 

The book you are now reading is first and foremost about the func-
tion of the ‘paper museum’ as part of the inventory of the first Russian 
museum or as a preparatory phase of an illustrated catalogue. I would 
like to point out another very important function of the drawings: 
they helped the Academicians, as illustrations can clarify a verbal de-
scription for readers or a lecture audience. Collaboration between the 
artist and the anatomist was (and still is) not only fruitful, but also 
necessary. A drawing could, as it were, become the scientist’s tool; it is 
therefore no coincidence that many scientists were also outstanding 
draughtsmen. A classic example is Leonardo da Vinci. He was the first 
to consider a drawing to be a reliable record of what one saw during a 
dissection, as well as a very useful aid in teaching the anatomy of the 
body. Why use words when you can draw? Leonardo’s approach re-
mained valid in later anatomical research. Frederick Ruysch and 
Caspar Friedrich Wolff were excellent draughtsmen too. Even for 
Ruysch, who was capable of preparing specimens for educational 
purposes with the help of his unique method of conserving the tissues 
of a dead body, the practice of drawing specimens did not lose its sig-
nificance. 

Thus as well as drawing the objects in the Kunstkamera, the 
draughtsmen worked for the members of the Academy of Sciences. 
The Kunstkamera was not only a museum; it also formed the basis of 
the Academy of Sciences. Hence it was logical to look for drawings 
done for the early anatomists working there. A search carried out in 
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the Archives of the Academy yielded a wide variety of sketches depict-
ing what one saw during anatomical dissections. The drawings were 
used both for demonstration purposes during the anatomists’ public 
lectures and as illustrations in published research materials. Johann 
Georg Duvernoi, Josiah Weitbrecht, Abraham Kaau-Boerhaave and 
Caspar Friedrich Wolff followed this practice. Some anatomists, like 
Caspar Friedrich Wolff, did their own drawings. To what extent this 
type of drawings were originally kept in the five ‘anatomy’ and ‘mon-
sters’ boxes is still unknown, so we have decided not to include them 
in this catalogue. These drawings do, however, deserve some attention 
in this introduction. 

Duvernoi, the first anatomist who came to Russia from abroad, 
had previously served at the court of Württemberg in Reichenweier as 
a physician and physicist, after which he had been made an extraordi-
nary professor at the University of Tübingen. In St Petersburg, he dis-
sected both human bodies and wild animals, such as a lion, a lynx, an 
elephant and a whale. His manuscripts, preserved in the archives, con-
tain excellent pictures. He collaborated at different periods with the 
artists J.G. Brucker, Georg Gsell and Andrey Grekov. Excellent large-
format drawings of elephant organs were produced by Georg Swenter. 
All that is known about Swenter is that he came from Germany and 
was paid sixty roubles for this work. Usually, however, it was Georg 
Gsell, the first artist to be appointed by the Academy of Sciences, who 
worked with Duvernoi. He is known to have made illustrations for 
Duvernoi’s work on the respiratory organs of a whale (1735) and on 
the internal organs of a lion and a seal. Duvernoi’s archive contains an 
inventory of drawings which J.G. Brucker did for him.2 The majority 
of these have been preserved. Grekov’s anatomical drawings are the 
most difficult to identify; he did not sign them because working with 
anatomists was one of his routine responsibilities. You are more likely 
to come across his signature on depictions of ethnographic objects, 
such as Chinese flasks. 

Duvernoi began submitting his contributions to Commentarii, the 
journal of the Academy of Sciences, as early as 1726 when the first is-
sue was published. It was not until 1728, however, that the name of 
the engraver (Christian Wortmann) appeared in connection with the 
illustrations for his article.3 From 1729 onwards, Ottomar Elliger also 
made anatomical drawings for Duvernoi. 

When Duvernoi returned to Germany in 1741, he was succeeded 
by Josiah Weitbrecht. In 1729 Weitbrecht had started work on a cata-
logue of the anatomical section of the collection of Frederick Ruysch. 
The result, a thick notebook giving a Latin inventory of the collection 
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written (at least in Ginzburg’s opinion) in Weitbrecht’s hand, is now in 
the Archives of the Academy of Sciences.4 But the principal work of 
his life was a manual of syndesmology (the description of syndesmo-
sis, the connection and union of skeletal bones), the first in the world.5

This illustrated book in Latin was published in St Petersburg in 1742
and subsequently translated into French and German. It has been sug-
gested that Andrey Grekov did the drawings, while Grigory Kachalov, 
Ivan Sokolov and their apprentices made the engravings from the 
drawings for the book. 

After Weitbrecht’s death in 1747, the Academy of Sciences hired 
the Dutch medical doctor Abraham Kaau-Boerhaave, who had been 
on the staff of the St Petersburg Admiralty Hospital. The Kunst-
kamera was in an extremely difficult situation after the fire of 5 De-
cember 1747 damaged both the building and exhibits of the museum. 
Nevertheless, in 1749 Kaau-Boerhaave reported: ‘I made a detailed 
description of an infant, a monster in the lower part of its body, with 
the addition of my opinion on how and why such creatures are born, 
and of drawings created under my supervision’.6 In December 1753
it was decided to publish this work on congenital physical deformities. 
The first part was issued the following year and Ivan Sokolov was si-
multaneously commissioned to engrave anatomical illustrations on 
13 copper plates for the second part.7 There is indirect evidence that 
the drawings were the work of Grekov. 

Co-operation between the anatomists, draughtsmen, and engrav-
ers of the Academy of Sciences was continuous and fertile during the 
period under review, which was therefore a period especially condu-
cive to the publication of serious scientific works. Scientific illustration 
thrived during these 30 years and made a significant contribution to 
the development of science. The well-trained artists were meticulously 
able to convey minute details of the anatomy, as well as deviations 
from the normal development of the foetuses. They were depicting 
and thus preserving the anatomists’ findings, basically acting as co-
authors with the scientists. 

In 1767, Caspar Friedrich Wolff from Germany took the position 
of professor at the Academy of Sciences. He was a mature scientist, 
author of the theory of epigenesis put forward as a counterweight to 
the idea of pre-formation (development by a simple enlargement, the 
idea that everything is already defined in the embryo, is predeter-
mined). Wolff continued his embryological research in Russia. In ad-
dition he wrote articles about the organs of wild animals (e.g. the lion 
he dissected), as his predecessors had done. Gradually, however, he 
concentrated on teratology (the study of the production, develop-
ment, anatomy and classification of physical deformations). He plan-
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ned a grand treatise on the ‘theory of monsters’ but was never able to 
finish this work. He did the drawings himself for this work and after 
his death, the archive acquired 84 sheets of anatomical drawings and 
184 pages of descriptions of the most striking ‘monsters’ from the 
museum of the Academy of Sciences. This work was not published 
until 1973. 8 During his 27 working years in Russia, Wolff published a 
considerable number of articles in Commentarii novi, Acta, Nova acta 
and other publications; some of his drawings were engraved for this 
purpose. 

Further research is necessary to establish how far the material just 
mentioned can be considered to be part of the paper museum, the sub-
ject of this publication. As already mentioned, the 22 sheets that have 
been preserved are but a fraction of the total number that the five anat-
omy boxes must originally have contained. It would appear, for exam-
ple, that the Icones monstrorum box contained more drawings of Ru-
ysch’s specimens than the two or three mentioned at the beginning of 
this introduction. An interesting source of information points to this. 
In 1745 a series of albums were compiled of all the engravings made 
by the Academy of Sciences to date, each print being included twice as 
a duplicate record. The literal translation of the title of this series of 
volumes is, ‘Sheets from the Academy of Sciences printed from plates’. 
Among these are several depictions of Ruysch’s specimens made in 
Russia, which are not part of the series of 22 sheets under review. It 
can be assumed, however, that the drawings from which these prints 
are derived (and perhaps the other prints mentioned too) were 
originally part of the ‘paper museum’. 

The anatomical drawings in the present series dating from the 
1740s to 1760s represent part of the Kunstkamera’s teratological 
collection. Although the term teratology was not introduced until the 
second half of the 19th century by Isidore Saint-Hilaire – interestingly 
enough in connection with the collection of deformed foetuses 
brought together by order of Peter the Great – it is essential when dis-
cussing the 18th century. The unique teratological collection formed 
the basis of the research of the anatomists mentioned here. The draw-
ings from the personal archives of these scientists preserved in the St 
Petersburg Archives of the Academy of Sciences shed new light on the 
practice of illustration in the 18th century and bear witness to the im-
portance placed at that time on research on teratology and compara-
tive anatomy. 

8. Wolff 1973. 



Petersburgers.indb  120 02-02-2005  13:54:58

the paper museum of the academy of sciences in st. petersburg



Petersburgers.indb  121 02-02-2005  13:54:59

The fortunes of the Kunstkamera drawings in the nineteenth and twentieth century 121 • 121

icones monstrorum



Petersburgers.indb  122 02-02-2005  13:55:03

the paper museum of the academy of sciences in st petersburg

0002

0002
Child with a dissected thorax and abdo-
men, a large birthmark on the head, and a 
piece of skin removed from the forehead. 

0010

0010
Child with anencephaly (absence of 
the brain). 

0011

0011
The living ‘monster’ Foma (Thomas), who 
resided in the Kunstkamera. He has a de-
formity in the upper and lower extremities. 
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0013

0013
Child with a congenital anomaly in the 
development of the upper and lower ex-
tremities. 

0015

0015
Twins joined at the body and with abnormali-
ties in the development of the lower extremi-
ties. 
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0017

0017
Human foetus with serious abnormalities 
in the development of the body and the 
extremities. The head and the viscera are 
missing. 



Petersburgers.indb  124 02-02-2005  13:55:12

the paper museum of the academy of sciences in st petersburg

0018

0018
Newly born girl with anomalies in the 
extremities and the face. 

0020

0020
Boy with hypertrichosis, seen from the side. 
His body and face are covered with hair. 

0022

0022
Twins joined at the body and with an 
anomaly in the development of the lower 
extremities. The sheet shows sketches of 
the (missing) left shin and foot; pencil 
sketches of body extremities are also vis-
ible. 
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Child with a congenital anomaly in the 
development of the abdominal wall and 
with double reproductive organs, lying on 
a couch that is covered with a cloth. 

0021

0021
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The 112 sheets we are now familiar with are only a very tiny part of 
the original collection of zoological drawings in the ‘paper museum’ 
which amounted to no fewer than 12 boxes. The 1741 catalogue 
makes mention of two boxes of drawings of quadrupeds, birds, fishes 
and insects, whereas there were only single boxes of drawings of the 
amphibians, the snakes and the salamanders. In addition to these 
there was a box entitled Icones marinorum (containing objects like 
crustaceans and starfish).1 If we work on the assumption that the box-
es were full and we presume that there were ca. 70-100 sheets in a box, 
then the 112 sheets we are familiar with would amount to about one 
seventh to one tenth of the original ‘zoology’ corpus. We can only 
speculate about what happened to the remaining animal drawings. 

The animals represented 

On the sheets that have been preserved there are depictions of about 
200 different animals, however the numbers in each group vary a 
great deal. 

Marine invertebrates are represented only by starfish (cat. nos. 
75-77 and 79-80), sea urchins (only shells without spines: one sheet 
with three drawings), and molluscs (only shells, including cone shells, 
whelks, and bivalves: cat.nos. 81-84). It should be noted that the 
present section does not include drawings of squids, corals, and crabs, 
abundant in the Seba collection, which after having been purchased by 
Peter the Great in 1716 became part of the basic Kunstkamera stock. 

Further, there are a few marine animals to be found on the lid of 
one of the jars, the one with a monkey preserved in alcohol (cat.no 
29), which is decorated with a kind of still life depicting whelks and 
bivalves and a branch of gorgonaria. The same is true of the pot con-
taining a baby crocodile and the one with a half-monkey, which both 
have a composition of shells on their lids (cat.no 125 and 31 respec-
tively). These are presumed to be specimens from the Frederik Ruysch 
collection also purchased by the tsar in Amsterdam, as it was usual for 
him to decorate his vials in this way. Evidently at the time the draw-
ings were made these objects were still in their original state. 

The collection has only eleven drawings of insects, drawn on five 
sheets, showing among other things orthopterans (locusts and grass-
hoppers, including wingless ones), a Rhinoceros beetle, and a fly with 
details that could only have been seen by looking at it through a mag-
nifying glass or by having extraordinarily good eyesight (cat. nos. 131
and 108). The sheet in question will be discussed later on because it 
mainly features two lizards. Further five spiders are shown in cat. no. 
130. 
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It is remarkable how few insect drawings are to be found here, and in 
particular how few depict butterflies and bugs, as they were abundant 
in the Seba part of the Kunstkamera collection and in the collection as 
a whole. 

Scorpions are shown in five drawings on one sheet (cat. no. 129). 
Just like the spiders, several different species are depicted from tropi-
cal and temperate zones, rather than variations of one and the same 
species. One of the scorpions has an extra pair of pincers, which could 
not have been a natural aberration but must have been a falsification 
by the taxidermist or a mistake on the part of the draughtsman.2

Fish are to be seen in only five drawings, four of these are to be 
found on one sheet (cat. no. 71) showing stuffed specimens: including 
two cowfishes, and a boxfish. The latter may have come from the 
Black Sea, whereas the rest are common in tropical waters. Each of 
the fish is carefully depicted capturing its distinctive appearance. 

Amphibians are represented by only 2 specimens (each on a sepa-
rate sheet: cat.nos. 73-74), they are Surinam toads or Pipas; the fema-
les of the species are known to carry roe on their backs in special al-
veoli. This species is to be found in the tropical areas of the Caribbean 
(West Indies). Both specimens, that were obtained by the Kunst-
kamera from the Seba collection, are preserved in alcohol, one of these 
is hanging from its lips. According to the inscriptions on the reverse, 
the two drawings were executed in 1732 by Andrey Grekov. This 
makes them the earliest dated Kunstkamera drawings known to us. 

Reptiles are well represented in the collection’s drawings. Almost 
all of them were made after stuffed specimens executed with a special-
ized knowledge of their posture, although some of them are out of 
proportion because the legs are not in the correct stance. The drawings 
show all the major groups of reptiles available in the Kunstkamera 
collection, except turtles. The reason for this omission has yet to be 
examined because the collection did have turtles once and they sur-
vived the fire of 1747. 

The drawings of crocodiles show both stuffed specimens and those 
preserved in alcohol. All the drawings show baby crocodiles hatching 
(cat. no. 125), including the one from the Ruysch collection which is 
to be found in a jar with a shell-decorated lid, as mentioned earlier. 

The snake depictions can be divided into two groups, viz. stretched 
and coiled, represented by different species of both small and longer 
snakes. Stuffed snake specimens lose their colour in a very short time, 
but the present drawings accurately convey the various hues, which 
suggests that at that time taxidermists dyed the specimens. This was 
only possible with stuffed specimens, not those preserved in alcohol. 
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In the case of the latter, freshly conserved specimens could be taken 
from their jars and given the postures the draughtsman wanted; for 
this reason it is practically impossible to determine whether the draw-
ing was made after a wet or a dry specimen. 

Thirty snake drawings (on 20 sheets) have come down to us today, 
showing a great variety in species. The fact that many sheets contain 
several specimens suggests that the entire project was based on a cer-
tain plan. The same applies to lizard drawings (24 sheets with 48
drawings), characterised by the precision with which they have been 
depicted, especially the scales and colouring. The specimens depicted 
represent all the major groups of lizards, viz. geckoes, stump-tailed 
lizards, agamas, desert monitors, iguanas, chameleons, etc. Although 
some of the stuffed specimens used as models for drawings still exist in 
the Zoological Museum of the Academy of Sciences in St Petersburg, 
they have lost all their colouring. The drawings are therefore useful as 
they can be used as models when restoring the specimens. The draw-
ings demonstrate the value of recording the colours of freshly pre-
served specimens. Nowadays one might argue that photography could 
provide zoological museums with a simpler and less expensive method 
of recording colour details. But resorting to photography would mean 
taking a risk, as we do not know whether colour photographs will de-
teriorate in, say, 250 years, whereas watercolours have definitely with-
stood the test of time. 

Although the Kunstkamera was famous for its collection of birds, 
drawings of this particular group are not numerous – only 17 sheets 
with 19 drawings showing a variety of species, both stuffed specimens 
mounted and standing and stuffed specimens lying on their backs, as 
if they had had just been killed. It was the posture typical of birds used 
for scientific purposes, rather than exhibitions. The present collection 
has three such carcasses. The other drawings show various stuffed 
specimens, either standing or mounted. From a taxidermist’s point of 
view, they are not top quality as they all show a lack of expertise in 
preserving the correct proportions and in accurate feather arrange-
ment. Among the drawings are those of birds acquired by the Kunst-
kamera as a result of expeditions both inside and outside Russia (see 
cat.nos. 52, 55, 59, 64, 65 and 67). 

Among the drawings that have been preserved depictions of com-
plete mammals are the least numerous. There are only six (cat.nos. 43-
48), two of them showing the same specimen, namely a flying lemur. 
A couple of drawings show specimens preserved in alcohol (cat.nos. 
29, 31 and 49), the first being a monkey with a fish in its paws, a speci-
men from the Ruysch collection which we already encountered when 
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discussing the marine invertebrates because of the decoration on its 
lid.3 The rest of the drawings show horns, tusks, and skulls (for in-
stance cat.nos. 23-28). The drawings represent both the materials of 
the earliest expeditions organised by the Russian Academy of Sciences 
to Siberia, Kamchatka and the Orient (stuffed specimens: cat. nos. 44
and 46 an ermine and a bat; antlers of a mountain sheep and a capri-
corn; tusks of a narwhal and a walrus; a skull of an antelope with 
antlers) and material belonging to Ruysch’s and Seba’s collections 
(the above-mentioned monkey, the skull of a babirussa: cat.no 28). 
It should be noted that that there are only a few drawings of stuffed 
specimens in the present group, and from a taxidermist’s point of view 
all of these (except the bat) reveal flaws (cf. similar to the faults men-
tioned above in the section on birds). 

Although the sheets just mentioned contain little information con-
cerning the objects depicted, the following mammal is covered in great 
detail. Four sheets with four drawings are devoted to a narwhal: its 
tusk or ‘horn’ as it was called (cat. no. 762), plus three sheets depicting 
the animal: a sketch (cat. no. 68) and two drawings, one showing the 
entire body with the tusk (cat. no. 69), the other showing once again 
the entire animal but with the middle part sketchily drawn in, and, the 
tusk shown separately (cat. no. 70). The latter is remarkable, because 
there are a number of inscriptions surrounding the depiction, indicat-
ing not only the dimensions of the body and the tusk (dimensions are 
indicated on the sheets with the antlers of a mountain sheep and an 
antelope as well), but also the animal’s provenance: from the Caspian 
sea. This is an obvious mistake (the narwhal is endemic to the Polar 
Ocean basin) which shows the level of scholarship on the fauna of 
Russia at the time. Further it should be noted that at that time the ani-
mal was taken to be a fish, as the placing of its remains in the Kunst-
kamera shows. For this reason these specific drawings have also been 
placed with the fishes in the current catalogue, with the exception of 
cat. no. 762: two sceptres made from narwhal tusks, which belong to 
the artificialia. 

One can only wonder what sort of museum item this narwhal was. 
Numerous indications of the dimensions of both the entire body and 
its parts suggest that the drawing was made shortly after the animal 
died. Unfortunately the drawings are undated, but I am inclined to 
believe that the narwhal had been caught near Archangel and, whilst 
still alive delivered to the zoo of St Petersburg, where it died. It is 
known that anatomising zoo animals and making stuffed specimens 
or skeletons for exhibition purposes was carried out in the Kunst-
kamera. 4
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A separate group of drawings is devoted to animals, both wild and 
domestic, with various abnormalities. Materials of this kind had been 
collected since the Kunstkamera’s early beginnings. The present col-
lection has thirteen sheets with thirteen such drawings showing 
whelps, piglets, kittens, chicks, and a rat. The majority are newly-born 
animals with bifurcated bodies from the head downwards (cat. no. 42: 
a dog or cat) or with two pairs of hind legs, although there are some 
with eight legs (cat.no 40: a piglet), as well as double-headed animals 
(a calf and a kitten). In cat. no. 42 the animal is depicted in a jar; the 
rest of these drawings show specimens which were actually preserved 
in alcohol, but the containers are not depicted. Only one drawing was 
made after a stuffed specimen: a double-headed calf (cat. no. 34). 
Doubling of heads or extremities, partial body bifurcation, etc. are 
well known abnormalities of morphogenesis, which in the first half 
of the 18th century was a central focus of scientific interest (see also 
Anna Radzyun in this publication). 

Modes of representation 

In the majority of cases the faithfulness of depiction is surprising. 
A good example of this would be the reptiles due to the perfect way 
the drawings were executed, each scale on their body being conveyed 
with exact precision. In most cases one can determine the species to 
which each of them belongs (see for instance the snake in cat. no. 94: 
chironius bicarinatus). Indeed, only some of the drawings (several 
birds and mammals) show evidence of distortions in the stance or con-
tours of the animals depicted. Even here, however, the artist seems to 
have conveyed the taxidermists’ inaccuracies as faithfully as possible. 
As is well known, for a long time mammals and birds were the most 
difficult to stuff; it is no coincidence that the ‘correct’ versions (i.e. true 
to nature) were not made until the mid-19th century. One can see this 
in the exhibits of the Museum of Zoology in St Petersburg, which be-
gan to be collected in the eighteenth century. For example in cat. no. 
65 a drawing showing a pied flycatcher with folded wings and tail: the 
artist has faithfully rendered all the wrongly arranged wing-feathers. 
On the other hand, the reptiles (snakes, lizards, and crocodiles) shown 
in the drawings, richly represented in the Kunstkamera due to the pur-
chase of Albert Seba’s famous cabinet by Peter the Great, were done 
flawlessly despite the somewhat unnatural stances adopted i.e. legs 
fully extended, instead of with their bellies touching the ground – as is 
typical of lizards. Similar lizards have been preserved in the Museum 
of Zoology since very early times. 
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It is possible that some of the drawings were made after earlier, errone-
ous illustrations – leading to erroneous reproductions. In the copying 
process the artist might well add to his predecessor’s flaws. After all 
copying existing depictions was an age-old tradition. A readily avail-
able source, particularly for the drawings of reptiles and mammals, 
might very well have been Albert Seba’s famous catalogue, but up un-
til now a clear resemblance has only been detected in a few drawings: 
the flying lemur from cat. no. 47 ( see Natalya Kopaneva in this vol-
ume). We should however bear in mind that this apparent similarity 
could have been caused by the objects themselves, which were the 
same in both cases. If we actually look at the way in which the mate-
rial is expressed then we can see great differences between our draw-
ings and Seba’s engravings which can only partly be explained by the 
differences in technique, for example the way snakes’ and lizards’ 
scales have been represented: the Kunstkamera draughtsmen have 
rendered these very accurately over the entire body of each lizard or 
snake, whereas in Seba’s engravings the scales are only depicted fairly 
accurately on the extremities, belly and head, the rest of the body 
showing a grid of horizontal and oblique lines. 

It is not likely that the artists used living animals, for conveying 
each scale of a snake or lizard, or each feather of a bird required the 
object depicted to be motionless and well-lit. As we have already seen, 
a number of drawings are after items preserved in alcohol (for exam-
ple cat.nos. 29, 73 and 125); others show stuffed carcasses lying on 
their backs, in a position normally used for the purpose of study (cf. 
birds: cat. no. 67; mammals: cat. no. 43), stuffed lizards with their 
paws erroneously upright instead of with their bellies on the ground 
(cat.nos. 107), dried insects with open wings (cat. no. 131), or parts of 
animals, e.g. skulls (cat. no. 28), fragments of horned skulls, horns, or 
parts of tusks (cat.nos. 23). Interestingly, cat. no. 28 shows the skull of 
babirussa, also illustrated in Seba’s catalogue.5 The drawing has as 
commentary, ‘true length’. Indeed, the skull is depicted in life size, al-
though the point of view differs from that in Seba’s catalogue. Only 
the drawings of the narwhal mentioned earlier in cat.nos. 68-70 had 
undoubtedly been done after a dead animal, before stuffing began. 

There is no reason to believe that any of the drawings were made 
during an expedition. Although one of the artists who created the 
present collection, Johann Christian Berckhan, did take part in Vitus 
Bering’s expedition to Kamchatka, there are clear differences between 
these and the drawings he made during his travels. The expedition 
drawings were of animals that had died a short time before which he 
drew carefully but somewhat hastily, whereas his Kunstkamera 
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drawings make a somewhat ‘neater’ impression. A further difference 
is that his expedition drawings of recently caught animals have in-
scriptions on the reverse, either below or above the drawing.6 Besides, 
these drawings have been preserved separately (probably since the 
18th century) in the Archives of the Russian Academy of Sciences,7

thus they have not been included in the boxes of the ‘paper museum’. 

Date and signature 

Of the one hundred and twelve sheets only thirty-five are dated. 
Working on the basis of the few dates known, the drawings are 
thought to have been produced, tentatively, between 1732 and 1753. 
It should be noted that only two dated drawings are from 1732, the 
rest of them were produced between 1749 and 1753, that is after the 
1747 fire in the Kunstkamera. 

Fifty-five drawings have the draughtsman’s signature. As already 
stated above, the earliest dated drawings were made by Andrey 
Grekov: two drawings of the pipa toad, both intended for engraving 
and dated 1732; with the artist’s remark, ‘done from [after] nature’. 

But the largest number of signed drawings come from the hand of 
Johann Christian Berckhan and Maxim Rykov, who have respectively 
22 and 23 sheets to their names. Berckhan’s are undated, but he is 
known to have had a permanent position as a Kunstkamera artist in 
the 1740s-50s, i.e. after he had returned from Bering’s second expedi-
tion to Kamchatka (1733-43).8 Berckhan’s drawings show mainly 
snakes and lizards, all made after stuffed specimens, except the frilled 
lizard in a jar, still in the Zoology Museum’s collection. Further there 
are three baby crocodiles, one made after a stuffed specimen, and two 
after specimens preserved in alcohol; and an antler of a mountain 
sheep. 

Unlike Berckhan, Maxim Rykov almost always dated his work. 
The standard inscription reads, ‘Drawn by Maxim Rykov, year, 
month, day’. The drawings show the deformed part of a lamb, a bat, 
a rodent, a rat, an antelope’s horned skull, a baby monkey (from the 
Ruysch collection), lizards (15), snakes (13), a baby crocodile, and a 
fly, dating mainly from the years 1749-1750. As an apprentice, Rykov 
is known to have taken part in the restoration of the Kunstkamera af-
ter the fire of 1747; he was responsible for painting the figures on the 
corbels supporting the cabinets with exhibits.9

Then there are two more, Nikita Bolotov (two drawings, showing a 
crocodile and a lizard, dated 1752; and 1753) en Efim Terentyev (two 
undated drawings showing 2 narwhal’s tusks, and an object similar 

134 • 135

6. See Exh. cat. Halle 1996, pp. 220, 
225-227, 282. 

7. St Petersburg Archives of the 
Russian Academy of Sciences 
(spbaran), f. i, op. 105. 

8. Stetskevich 1997. 

9. Stanyukovich 1964. 



Petersburgers.indb  136 02-02-2005  13:55:17

10. Bacmeister 1776. 

11. P.S. Pallas, Zoographia Rosso-
Asiatica, St Petersburg 1811. 

12. mip Vol. i, pars prima, 
St Petersburg 1742. 

roald l. potapov

to a sponge). In addition to these two we come across three unclear 
names: Naum... (the last name is illegible and has still not been identi-
fied): one sheet with two snakes, dated by the author to 22 June 1750
and inscribed above ‘the 3rd day of the initials E.E, as a signature on 
the reverse of cat. no. 67, undated, showing the carcass of a whinchat 
have still not been identified, the same is true for the designation Gi. 
G. on the reverse of cat. no. 51, undated, probably showing a paradise 
kingfisher on its back. 

Functions past and present 

One may wonder whether the drawings in question were intended for 
some sort of publication, such as a catalogue or a zoological treatise. 
But the 1776 Kunstkamera catalogue10 did not contain drawings of 
animals, and the first book on zoology published by the St Petersburg 
Academy of Sciences did not appear until half a century later. 11 To 
what extent our drawings were intended, and actually used, for en-
gravings has yet to be studied further (see Kopaneva in this volume). 
There are a few, viz. the two drawings of a toad (Pipa: cat.nos. 73-74), 
and the drawing of an ermine (cat. no. 44), which show the type of 
framing typical of a print. 

The drawings of lizards and snakes, which are numerous and show 
a great deal of variety create the impression that some sort of project 
was underway aimed at recording the entire zoological collection. 
Judging by the dates, the drawings were made during a short period of 
time (1740s-50s), which would also seem to indicate a certain degree 
of planning. Besides, only three artists were involved: mainly Rykov 
and Berckhan, and Bolotov. The final goals of their work however are 
not known: perhaps the reptile drawings were destined for engravings 
too, but up until now no concrete evidence of this has been found. As 
far as the other animals are concerned one might almost conclude that 
they had been chosen at random. It is more likely though that a con-
siderable number of the drawings has been lost – either during the fire 
of 1747 or due to the bad conditions under which they were kept, or 
both. This may be confirmed, indirectly at least, by the absence of 
drawings belonging to such significant categories of the Kunstkamera 
zoological collection like butterflies and turtles. 

Many other details of this project remain unclear, for, although an 
excellent catalogue of the zoological collection of the Kunstkamera 
was made five years before the fire, 12 no inventory of the extant ob-
jects was made after it. Therefore the drawings produced in 1749-53
are the only source of knowledge concerning the objects that survived 



Petersburgers.indb  137 02-02-2005  13:55:17

Zoology 136 • 137

the fire. For the present-day researcher that opens the door to several 
lines of enquiry. The Kunstkamera collection of zoological drawings 
may be a help in establishing the type series or lectotypes used, but not 
specified by Carolus Linnaeus, the originator of the modern binary 
system of taxonomic classification. Indeed, Linnaeus was acquainted 
with items in Seba’s collection as he refers to them.13 Since many of the 13. Yur’yev 1981. 

depicted objects come from that collection, the drawings may help not 
only in finding the lectotypes described by Linnaeus among the Kunst-
kamera objects, but also in establishing the original colouring of these 
objects. In this context, the significance of the colour drawings cannot 
be overestimated. 
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icones quadrupedem,
avium, piscium,

amphibiorum, marinorum,
serpentum, lacertorum

et insectorum
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0029

0029
Small monkey with big eyes, in a jar 
(preserved in alcohol), holding a fish in its 
paws. The jar has a lid with a green rim 
and is decorated with shells and coral. 

the paper museum of the academy of sciences in st petersburg

0031

0031
Half-ape in a jar with a green cover 
(preserved in alcohol), seated, with a nut 
in its front paws. The jar has a lid with a 
green rim and is decorated with a shell. 
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0034 0039

0034
Double-headed deer calf. 

0039
Head of a monstrous piglet (in profile and 
full-face). The profile shows two closely 
set eyes and a trunk-like skin excrescence 
on the forehead (proboscis). The eyes are 
below the ears. The full-face depiction 
also shows the upper extremities with 
cloven hooves. 
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0044

0047

0047
Flying lemur or colugo, Cynocephalus 
variegatus (stuffed specimen), seen from 
below with a spread gliding membrane. 
The head is brown-grey, the body brown-
ish-yellow and the inner surface of the 
ears whitish. 

Ermine, Mustella erminea (stuffed 
specimen), stretched considerably. 

0044
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0034

0052
Red-rumped swallow, Hirundo daurica 
(stuffed specimen), hanging on a nail with 
its belly turned towards the viewer. 

0052

0059
Honeyeater (?), Meliphagidae sp. (stuffed 
specimen, mounted), brown upper part, 
with a dark-blue spot on the elbow; it has 
a big, curved bill. 
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0071

0071
Four fishes, Ostraciidae, (dried speci-
mens). Above left: a brownish fat-bellied 
cowfish, Lactoria cf. diaphana (?) Above 
right: a yellowish-brown fat-bellied 
boxfish, Anoplocapros cf. inermis (?) 
Below left: a brown fat-bellied fish with a 
beak-like mouth, Sphoeroides sp. (?) 
Below right: a brownish long-horned 
cowfish, Lactoria cornuta. 

0070

0070
Narwhal, Monodon monoceros. The 
animal is only partially depicted (tusk, 
head, front fins, back and tail) and has a 
brown colour and a white tusk. The tusk 
is also depicted separately. 
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0075

0075
Light-brown starfish, 
Gorgonocephalus sp. 

0078

0078
Three sea-urchins, Echinoidea. Above: 
a yellowish sea-urchin. Centre: a lilac 
sea-urchin. Below: a lilac sea-urchin seen 
from below (probably the same as the one 
in the centre). 
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Three snakes (stuffed specimens or 
preserved in alcohol). Above: a short 
snake, Vipera russelli (?), greyish with a 
pattern of blackish spots and wavy lines. 
The eyes are close to the mouth. Centre: a 0096
short thick snake, Homalopsis buccata, 
with wide brown stripes against a white 
background and large scutella on the 
head. Below: a thin black and white snake 
with a dark head, with narrow white 
stripes against a dark background and 
black waved lines against the lighter 
background. 

0096
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0101

Icones quadrupedem, avium, piscium, amphibiorum, marinorum, serpentum, lacertorum et insectorum 146 • 147

0115

0113

0101 0113
Snake, Python reticulates. Small crocodile (stuffed specimen), sand-

brown with a crest of triangular scutellas 
along the tail. 

0115
Three lizards (stuffed specimens). Above: 
a sand-coloured lizard, Uranoscodon 
superciliosa, with an unclear brownish 
pattern along the backside of the body. 
Centre: a bluish-black lizard with a light 
tail. Below: a grey-blue lizard with red 
eyes and a raised head. 
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0125

0125
Baby crocodile, Caiman crocodilus (?), in 
a jar (preserved in alcohol). The crocodile 
is coming out of the egg, with closed eyes. 
The jar has a green lid, decorated with 
shells. 

0128

0128
Large baby crocodile, Caiman crocodiles, 
in a jar (preserved in alcohol). The jar has 
a lid with a red decorated rim. 

0131

0131
Rhinoceros beetle, Scarabaeidae, 
Magasoma actaeon L. 



Petersburgers.indb  149 02-02-2005  13:55:46
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0133

0133
Three grasshoppers, Orthoptera. Above: 
a brownish grasshopper with open wings, 
Tropidacris sp. Below: two unidentifiable 
brownish grasshoppers. 
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According to the table of contents in the catalogue Musei Imperialis 
Petropolitani Vol.i-ii (mip) of 1741-1745 eleven of the eighty-five 
boxes belonging to the ‘paper museum’ contain drawings of plants. 
These only seem to correspond with a small number of dried plants 
kept in the Kunstkamera. Most of the eleven boxes, nine to be exact, 
contained drawings of plants originating from the Cape of Good 
Hope in South Africa. The mip has no record of plants from this part 
of the world. At present it is unclear how these drawings ended up in 
St Petersburg (see Introduction). The sheets of drawings that will be 
discussed in this article were most probably part of the collection kept 
in boxes v, vi and x (mip nos. 24, 25 and 29). According to the de-
scription in the mip, copies of plant drawings that were published in 
one of the first illustrated scientific publications of the Academy of 
Sciences, the Plantarum minus cognitarum centuria i(-v) complectens 
plantas circa Byzantium & in Oriente observatas (St Petersburg 1728-
1740) by Johann Christian Buxbaum, were kept in the final box.1

The botanist and explorer Johann Christian Buxbaum was the 
first botanist to become a member of the St Petersburg Academy of 
Sciences in 1726. 2 He came from Merseburg (Saxony) and had been 
educated at the Universities of Leipzig, Wittenberg and Jena, as well 
as the renowned University of Leiden, although he never received a 
doctor’s degree in medicine. He had a certain affinity towards plants, 
therefore his progress in botany was much more marked than in medi-
cine. Under the guidance of the botanist Heinrich Bernhard Ruppius 
(1688-1719), he published his Enumeratio plantarum accuratior in 
agro Hallensi locisque vicinis crescentium (Halle, 1721). This book 
met with the approval of the experts. Therefore, when Peter the Great 
asked the German doctor Friedrich Hoffmann, personal physician to 
the Prussian king Friedrich Wilhelm i, to recommend a botanist to 
study the flora of Russia, he recommended Buxbaum. In that very 
same year (1721), Buxbaum, then aged 28, arrived in St Petersburg on 
the invitation of the College of Medicine and took part in the organi-
sation of the botanical garden established in1714 Aptekarsky Ostrov 
(Apothecary’s Island). Besides this, he gave lectures on botany to med-
ical students and collected plants in the vicinity of the city. In 1724, as 
a doctor and scientist, Buxbaum took part in the Russian embassy to 
Constantinople, headed by Count Alexander Rumyantsev. According 
to the instructions of the president of the Academy of Sciences, 
Laurentius Blumentrost he was to carry out research into the ‘three 
realms of nature’ (namely: mineralogy, zoology and botany), focusing 
on medicinal plants. It should be noted that in these instructions the 
third clause read, ‘and to have every item depicted’.3 To meet this 
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1. Of the eleven boxes only one has 
been preserved, namely box vii
(no. 26). The contents of this box 
have not yet been identified. In the 
Archives of the Academy of Scien-
ces a large group of drawings are to 
be found made during the Second 
Kamchatka expedition (1733-
1744), including a number of dra-
wings of plants. It is unclear whe-
ther these drawings were part of 
the contents of the 58 boxes belon-
ging to the ‘paper museum’. There-
fore these drawings have not been 
included in this publication. 

2. Pekarsky 1870-1873, vol. 1, 
pp. 234-246; Danzig 1965, pp. 59-
61; Danzig 1973, pp. 55-56, 96. 

3. Materialy 1885-1900, vol. 1, p. 55. 
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4. Novlianskaya 1970; Sokolov and 
Parnes 1993, pp. 54-68. 

5. Pekarsky 1862, vol. 1, 
pp. 535-536. 

6. Ibid., p. 352. 
7. See Exh. cat. Halle 1996, p. 65. 
8. St Petersburg Archives of the 

Russian Academy of Sciences 
(hereafter referred to as spbaran), 
f. 98, op. 1, no. 20, 38-39
(‘Messerschmidt D. G. Anno 1720. 
Specimen Historia Naturalis. 
iv Rapport‘). 

9. Later on, depictions of some 
of the plant species discovered by 
Messerschmidt or, rather, engrav-
ings after non-extant drawings or, 
probably, herbarium specimens 
were published by Johann Amman, 
Stirpium rariorum in imperio Ru-
theno sponte provenientium, 
St Petersburg 1739, and Johann 
Gmelin, Flora Sibirica Sive historia 
planterum Sibiriae, vols. 1-4, 
St Petersburg 1747-1769 (1178
species). 

andrey k. sytin

requirement two draughtsmen accompanied the expedition, the artist 
Johann Christian Mattarnovy and his assistant. Buxbaum could con-
tinue to build on the work strategy and methods for collecting and 
recording detailed information established by his predecessor, Daniel 
Gottlieb Messerschmidt (1685-1735), who a few years earlier had 
been commissioned by tsar Peter to undertake an expedition to West 
and Central Siberia. His work was to greatly influence botanical re-
search in Russia right up to the late eighteenth century. 

Daniel Gottlieb Messerschmidt was born in Danzig. He was edu-
cated at the Universities of Jena and Halle. In 1717, Peter the Great 
invited him to Russia (in the same year the Russian tsar purchased the 
well-known watercolours by Maria Sibylla Merian in Amsterdam). 
Messerschmidt was the first explorer of Siberian geography and na-
ture. During his travels, which lasted from 1719 to 1727, he made 
surprising discoveries ranging over a broad field of interest, from the 
remnants of a mammoth (one of the earliest Kunstkamera exhibits), 
to inscriptions and the archaeological remains of the ancient inhabit-
ants of the Upper Enisei area. 

The natural history collections that he brought to St Petersburg 
were of outstanding quality. 4 As early as in August 1721, the librar-
ian Johann Daniel Schumacher gave a demonstration of the de-
scriptions and depictions of birds from the Caspian Sea area, which 
Messerschmidt had sent to St Petersburg, at a session arranged at 
the Academy of Science in Paris. The French scientists’ reaction was 
enthusiastic; they suggested that ‘natural history objects from all the 
Russian provinces should be described in detail and the most impor-
tant ones be depicted in colour’.5

In March 1720, Messerschmidt requested that ‘two assistants be 
seconded to him’ by the commandant of Tobolsk, the place he had 
reached a year earlier in December: ‘one skilled in pharmacy, and the 
other capable of drawing’.6 Such men were to be found among the 
Swedish prisoners of war, connected with the school that the pietist 
Curt Friedrich von Wreechs had established in Tobolsk.7 One of them 
must have depicted the three kinds of orchids belonging to the lady 
slipper (Cypripedium) genus. Those were the earliest Russian scien-
tific depictions of plants. These drawings are characterised by the per-
fection of their execution and attention to detail, like the corolla and 
the fruit, which are indispensable for the identification of plants.8 It 
should be noted that the draughtsman depicted the details of the 
sprout and rootstock morphology, which artists rarely paid attention 
to, but which are of special significance to botanists.9

Johann Christian Buxbaum arrived in Constantinople on 26 Octo-
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ber 1724, as a member of the earlier-mentioned mission. Buxbaum 
described the journey in his letters to Laurentius Blumentrost, Presi-
dent of the Academy of Sciences at that time. On 15 July 1725 he 
wrote that he had found a considerable number of unknown plants in 
the vicinity of Constantinople, Pere, Belgrade, and (the majority) in 
Büükdere, where the Russian ambassador had summer residence. 
Buxbaum also visited the Princess Islands (Kyzyl Adabar) in the Sea 
of Marmara and the town of Brussa (Bursa). He wrote to St Peters-
burg that he had climbed Mount Olympus (Moesia or Bythinia 
Olympus, the Greek name of the Uludag or Keshidag ridge, 2493 m, 
in Western Anatolia), ‘the highest in this area, always covered by snow 
which is brought daily to Constantinople to make cold drinks’.10

Here, Buxbaum collected the major share of the rare plants. His re-
ports were published in the transactions of the Academy of Sciences, 
Commentarii Academiæ Scientiarum Petropolitanæ. He expanded 
the programme of research to include fossil specimens, sea inverte-
brates, fishes, and even mosses, although these were not used in phar-
macology. Besides these, he discovered archaeological, ethnographical 
and numismatic objects of considerable value. From Constantinople 
Buxbaum continued his expedition, via Asia Minor, along the south 
shore of the Black Sea to Armenia and Georgia (at the time, much of 
Transcaucasia belonged to Persia). When travelling through Shema-
kha, by way of Baku and Derbent, he encountered considerable diffi-
culties and sustained several losses, he arrived in Astrakhan, whence, 
in 1727, he returned to St Petersburg. There, without a break, he start-
ed processing the expedition materials, combining this with new field 
work. As early as 1727, he went to Narva, Reval (now Tallinn) ‘as 
well as all the regions of Lifland in search of herbs’.11 According to 
the report sent to the Academy of Sciences, dated 27 August 1727, 
‘Johann Christian Buxbaum, professor of botany, has submitted to the 
Academy of Sciences the first Centuria, or one hundred plants belong-
ing to new species, which he collected during his journey to Turkey; 
the rest of these are being systematised. He has also started the natural 
history of Prussia, Livonia and Ingria, especially the part relating to 
herbs.’12

The sheets of drawings in the present publication are the ones on 
which Buxbaum’s Centuriæ engravings are based.13 Two groups can 
be distinguished, namely the drawings made on the spot, and copies 
produced either during the expedition or later on, in St Petersburg, to 
serve as models for the engravers. The first group has been done in 
watercolour, on paper without watermarks, with pencil contours. 
Some of these drawings are only partly illuminated, but the majority 
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10. Pekarsky 1870-1873, vol. 1, 
p. 239. 

11. Materialy 1885-1900, vol. 1, 
p. 266. 

12. Ibid., p. 282. Pekarsky 1865, 
p.10. According to the publisher 
P.P. Pekarsky, the word ‘genus’ 
(vid) as a scientific term was used 
in Russian publications as early as 
the first half of the eighteenth cen-
tury. 

13. spbaran, f. i, op. 19, no. 4. 
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14. Kaminskaya 2000. See also the 
Introduction and the article by 
N. Kopaneva in this book. 
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are finished works. Plants are depicted either full-size or as a fragment 
of a blossoming and a fruit-bearing sprout, or, rarer (as in the case of 
orchids), with the subterranean parts. In some cases, fragments of the 
flower or fruit, which are conducive to plant identification, are also 
shown. Shades of the objects depicted are shown as patches of colour 
with pearly hues, as if reflecting the blue of the oriental sky. Generally, 
the depictions are picturesque and realistic. Some of the depictions, 
e.g. mosses, are more like drawings of dried plants than pictures of the 
real thing. 

The second group consists of copies after the original drawings. 
They have been drawn the same size as the originals, but they are less 
botanically informative, because some of the important details have 
been left out. For instance, in the watercolour drawing showing Oro-
bus sylvaticus, foliis circa caulem auriculatis [Orobus laxiflorus Desf.] 
(cat. no 168), one can easily discern a small prickle at the end of the 
leaf axis, typical of the peavine (Orobus L., Fabaceæ) genus. Besides 
this, the drawing shows clearly the dispersed pubescence of the calyx, 
also typical of this species. In the other depiction of the same plant 
(cat. no 169), these two features are missing. The print in the Centuriæ 
does show the prickle, but not the pubescence. From this example it 
can be deduced that no. 261 should be regarded as the original, while 
no. 262 is only an inferior copy. It is of great importance that these 
botanical observations be taken into account in the identification of 
the drawings, alongside of those by art historians, who are concerned 
with style, technique, paint analysis, etc., or historians who deal with 
handwriting and watermarks. In my opinion, the absence of water-
marks and the shade from the object depicted, as well as the use of 
watercolour are typical of the entire corpus of original depictions of 
plants in the Buxbaum collection. 

As a rule the drawings from the second group, the copies, which 
were meant for the engravers, show evidence of a mixed technique, 
probably using tempera and other materials, in addition to watercol-
our. They are usually on paper with watermarks. Only four drawings 
have been made on parchment. These four may have been made by 
Maria Dorothea Gsell (Maria Sibylla Merian’s daughter), who was 
involved in the publication of the Centuriæ and who was used to 
drawing on parchment.14 Further research should reveal the author 
of the original drawings made during Buxbaum’s journey. No signed 
drawings have been preserved from Johann Christian Mattarnovy’s 
hand, who was a member of Buxbaum’s expedition. It seems quite 
possible that he might have made several drawings from the first 
group. The engravings of the Centuriæ are by Georg Johann 
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Unverzagt, as well as by the outstanding engravers Alexey Zubov and 
G.A. Kaiser. 15

The importance the Academy of Sciences attached to botanical 
drawings can be seen in the following example, which derives from a 
report by the committee set up in 1727 for the inspection of Messer-
schmidt’s expedition materials. As a member of this committee, 
Buxbaum was trying to locate the originals of his botanical drawings, 
cf. ‘Botanist Buxbaum has looked at the inscriptions on the wrappers 
of the Siberian seeds in the box of the said doctor [Messerschmidt] in 
order to find the whereabouts of the depictions of these plants, but the 
engraver Unverzagt said that he had made copies of many of Messer-
schmidt’s depictions of the plants and curiosities he was looking for. 
From this, it follows that he, the doctor, must still have had some of 
the depictions of plants in his possession. Therefore the Medical Of-
fice has ordered the said doctor Messerschmidt to submit the afore-
mentioned originals to the Academy, since these depictions of plants 
are indispensable.’16

Before Linnæus, botanists preferred depictions and descriptions 
to herbarium specimens. Buxbaum himself is a good example of this. 
He had travelled parts of the same route taken by the French doctor 
and botanist Joseph Pitton de Tournefort (1656-1708) and he used his 
Corollarium institutionum rei herbariæ (1719). At that moment he 
was unaware of the illustrations by Claude Aubriet, the draughtsman 
who had accompanied Tournefort in his Levantine journey, as they 
had not been published. Thus he was able to declare boastingly, ‘I have 
eleven new genera and 225 new species; and I have presented them in 
such a way that now they are more valuable to me than Tournefort’s 
1500 plants which I only know by their names.’17 According to Bux-
baum, depictions are more informative than descriptions, therefore 
his descriptions are terse. It was Carolus Linnæus who realized that 
both are deficient; according to him, it is herbarium specimens that are 
indispensable in taxonomy. Although in his works, Linnæus repeat-
edly quoted Buxbaum (there are fifty-eight references in Species 
plantarum alone), he found some of the depictions in his Centuriæ 
unreliable. For further clarification, he wrote to his St Petersburg cor-
respondent who was a pupil of his, the Swedish botanist and explorer 
professor Johann Peter Falk (1727-1774), who made a thorough 
search for Buxbaum’s dried specimens. On 12 January 1768, Falk 
answered Linnæus, ‘At last, I know for certain that Buxbaum’s 
herbarium is not here. As professor Pallas [i.e. Peter Simon Pallas 
(1741-1811)] told me, it must be in Berlin. Therefore it will be best 
if you ask Gleditsch what kind of plant Cist. affinis is.’18
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15. Alekseeva et al. 1985, p. 14. 

16. Materialy 1885-1900, vol. 1, 
p. 375. In September 1727
Messerschmidt had to hand over 
his complete set of expedition 
materials to the Academy, on the 
orders of Laurentius Blumentrost. 
He returned to Danzig in 1729. 
See Exh. cat. Halle 1996, p. 69. 
Drawings of birds and other items 
from his exhibition are kept in the 
St Petersburg Archives of the Rus-
sian Academy of Sciences. 
See the contribution of Natalya 
Kopaneva to this volume. 

17. Pekarsky 1870-1873, vol. 1, 
p. 241. 

18. Lipsky 1913, p. 189. The depic-
tion of the plant that Buxbaum 
called Cistus is in fact Reaumuria 
cistoides Adams. 
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This reflects one tendency in Linnæan botany, namely, its reliance 
on herbarium collections in preference to depictions of plants. 

Buxbaum was a talented taxonomist, capable of discerning 
features typical of a particular taxon. For example, he was the first 
to establish the isolated position of the moss he saw near Astrakhan 
in the classification of mosses (Bryophyta). He ascribed it to the genus 
Buxbaumia, thus perpetuating his family name. In 1801, the generic 
term was institutionalised by the renowned biologist Johannes 
Hedwig. Several taxons of a higher order bear his name too, e.g. 
Buxbaumiales (order) and Buxbaumiaceæ (family), as well as species, 
such as Carex buxbaumii Wahlenb. (a kind of sedge). Few botanists 
can boast such an honour. The group of drawings of plants that 
Buxbaum collected on his journey to Constantinople and Asia Minor 
is an important source for a better understanding of his work. 
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0168

0168
Upper part of a flowering Lathyrus laxi-
florus (Desf.) with a corolla with a lilac-
violet flag and light blue wings and a 
bean. 

0169

0169
Upper part of a flowering plant almost 
identical to no. 168, although some fea-
tures necessary for identification are ab-
sent, viz. the subulate appendage of the 
leaf axis and the hairs that cover the flow-
er calyx. 

0183

0183
Vegetative Pseudosophora alopecuroides. 
Below the depiction: a moniliform 
winged bean, a seed, and details of a de-
hisced fruit. 
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0232

0232
Upper part of a flowering plant of the 
Polygala family with purple bracts and 
flowers. See no. 324.

0268

0268
Flowering plant of the Verbascum family 
with yellow flowers. 

0277

0277
Flowering plant of the Linaria family 
with a yellow corolla. To the left: flower 
with a spur and a mottled base. 
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0333

0310

0310 0333
Centre: upper part of a flowering Feru- Fruit body of a fungus with a laminate 
lago confusa. Left: a leaf. Right: fruits. hymenophore and a black velvet pubes-

cence of the pileus, on a piece of a silver 
fir. 
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0339 0356 0375

0339 0356 0375
Thallus of a Gracillaria verrucosa. Green cormophyte Aulacomnium palus- Alga thalli and sea organisms. 

tre without a moss capsules. 
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0398

Left: the upper part of a flowering Valeri-
ana alliariaefolia with light pink flowers. 
Right: the foliated middle part of the 
plant. 

the paper museum of the academy of sciences in st petersburg

0413

0413
Flowering and fruit-bearing Euphorbia 
tuberosa L. with a tuber, and a detail of 
an inflorescence. Below: an ovary and 
fruit separately. 

0398
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0457 0496

0457 0496
Fruit bodies of fungi. Tree root shaped like a pheasant. 
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scientific apparatuses
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Drawings after instruments and scientific apparatuses are preserved 
both in the collection of the Hermitage (twenty-six sheets) and the 
Archives of the Academy of Sciences (42 sheets). If we consider that 
there were originally at least two boxes Icones instrumentorum physi-
corum et mathematicorum in the Kunstkamera, which together could 
have contained ca. 140-200 sheets, then it becomes clear that at the 
moment we only have a small number of these drawings at our dis-
posal. As already indicated in my contribution on the fortunes of the 
‘paper museum’, they were acquired from private individuals. Sixteen 
were purchased by the Hermitage Purchasing Committee in 1956 and 
ten were given to the museum by the Director of the Lomonosov 
Museum, V.N. Chenakal in 1976. It should be noted that forty-four 
drawings now preserved at the Archives of the Russian Academy of 
Sciences were also acquired from private collections in the years 1938
and 1939. 1 Nowadays, many of the objects depicted are preserved in 
the collection of Peter the Great’s instruments at the Hermitage’s De-
partment of the History of Russian Culture, which is one of the richest 
collections of this sort. They were received from the former Peter the 
Great Gallery of the Kunstkamera. A considerable portion of the in-
struments were the property of the Tsar, some of them had been made 
in his turnery, others had been bought for him, still others came from 
the collection of Jacob Bruce, which in 1745 also became part of the 
Kunstkamera. 

Depiction of the instruments and apparatuses was mainly done by 
the pupils of Andrey Konstantinovich Nartov (1693-1756). Nartov, a 
talented inventor of Russian descent, and personal turner to Peter the 
Great, worked in the tsar’s Turnery starting in 1712. The Turnery was 
located in the Gallery, or the Servants’ Quarters of Peter the Great’s 
Summer Palace. From 1723 Nartov was chief turner in charge of the 
workshop. 

In the early 1730s, the Turnery was moved out of the Servants’ 
Quarters of the Summer Palace to the so-called Italian Palace on the 
Fontanka river, a long way from the Summer Gardens. It was at that 
time that two pupils joined Nartov’s ‘team’, viz. Mikhail Semyonov 
and Pyotr Ermolayev, who stayed with their teacher until his death. 
The two of them plus Nartov’s son, Stefan made all the Hermitage 
drawings of the instruments. Most of them belong to Ermolayev (for 
example cat.no. 541), a few are signed by Semyonov (cat. no. 552, 
dated 1735) and the rest, bearing no dates, are from Stefan Nartov’s 
hand (see cat.no. 554). The same signatures are to be found on draw-
ings from the Archives of the Russian Academy of Sciences (for in-
stance cat. nos. 520, 523 and 531). 
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1. St Petersburg Archives of the 
Russian Academy of Sciences 
(spbaran), f. ix, op. 4, nos. 26
(reverse), 45. 
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2. Quoted from Gize 1988, p. 97. 

3. Gize 1988, p. 167. 

4. Gize 1988, p. 159. 
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Mikhail Semyonov and Pyotr Ermolayev had very similar biographies. 
Both were born in St Petersburg in 1713 and their fathers belonged to 
the Chancery of Building. Pyotr Ermolayev’s father was a brick-layer; 
the occupation of Semyonov’s father is not known. From their child-
hood, both had worked in various architectural teams; for some time 
it would appear they had worked for Mikhail Zemtsov because in 
1731 they ‘were taken from Mikhail Zemtsov to become pupils, on 
the demand of the then Court mechanic Nartov at the private Turnery 
of the Emperor Peter the Great’.2

Stefan Nartov, Andrey Nartov’s eldest son was born in St Peters-
burg around 1723, Peter the Great was his godfather. Nartov sent him 
to study in the Instrument-making Chamber (workshop) of the Acad-
emy of Sciences, where he was officially registered from 1736 to 1740. 
During these years he worked on his father’s projects. Nevertheless, 
Stefan did not seem to be inclined to follow in his father’s footsteps, 
for he never became his associate and successor. He moved to Mos-
cow, where his half-sisters (Nartov’s daughters by his first marriage) 
were living; in 1756, the year his father died, he was in the army. 3

The turnery had been a separate unit until 1735 when it became 
part of the Academy of Sciences. Nartov moved with it and began 
working at the Academy as head of the new Laboratory of Mechanical 
and Instrumental Sciences, formed on the basis of the Instrument-
making, Optical and Fitting Chambers. His pupils, among them 
Ermolayev and Semyonov were also transferred to the Academy. From 
that moment on, together with other masters of the Court Turnery, 
they were engaged in depicting instruments and scientific apparatuses, 
which ‘is evident from the existence in the Kunstkamera of drawings 
made in perspective after globes and other mechanical instruments’, as 
Gize points out.4 The dates on some of the pictures suggest that work 
on this project took place in 1735 and 1736. In 1736, Nartov returned 
from Moscow, where he had worked for some time, and had Ermo-
layev and Semyonov make the illustrations for his book Theatrum 
Machinarum. The work lasted for thirteen years, because during that 
period they worked on other commissions for the Academy, and un-
fortunately the book was never published. 

Which particular objects have been depicted in the Hermitage 
drawings? The first to be mentioned are a sundial and a star-dial, the 
most beautiful and most skilfully executed (see cat. no 541). Then, 
next in the range of complexity, are astronomic and geodesic astro-
labes (cat. no.523). Also very complicated to draw are artillery instru-
ments, gunpowder-flasks, quadrants, and calibrating instruments . 

The easiest to depict were drawing instruments, rulers, dividers, 
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plummets, and pantographs, as well as navigation instruments, main-
ly Buchholz’ shipping moulds and John Davis’5 navigation quadrant. 
(cat. no. 546) All the depictions were executed exactly to scale, faith-
fully reproducing any inscriptions and ornamentation to be found on 
the original. The quality was not surprising seeing as the draughtsmen 
had had excellent architectural training under the architect Mikhail 
Zemtsov. On the whole the drawings are perfect, faithful renderings 
of the object depicted, their spatial perspective is accurate, and the del-
icacy of colouring conveys the texture of the material (wood, bronze, 
glass, etc.). 

The drawings mainly show collection items produced by outstand-
ing mechanics, such as Henry Winn (London), Johann Ernst Esling 
(Berlin), and Louis Chapoteau (Paris), as well as instruments pro-
duced at the Instrument-making Chamber itself. Some of the drawings 
have been used for the manuscript of Theatrum Machinarum, the 
book just mentioned which recapitulates on Nartov’s lifelong experi-
ence in designing machine-tools, including lathes. Some of the ma-
chine-tool drawings are by Ermolayev and Semyonov. The manuscript 
also contains drawings of sundials, globes, astrolabes, and mechanical 
tools. The chief draughtsman must have been Ermolayev, for he is 
known to have attended the Drawing Chamber to improve his skills as 
a draughtsman.6

In having these unique instruments depicted in such detail, the 
Academy may have been contemplating using the drawings at a later 
date to make copies of these very same instruments and apparatuses. 
The collections of the early eighteenth-century drawings in the Her-
mitage and the Archives of the Russian Academy of Sciences are high-
ly important for the study of the history of technology both in Russia 
and throughout Europe. Any museum of technology would be proud 
to have such objects in its possession. Besides, various aspects of the 
ornamentation depicted in the drawings of these instruments, such as 
engraving, embossing, moulding and casting, show that these are also 
outstanding specimens of eighteenth-century applied arts. The Her-
mitage has had them on display at various exhibitions, such as, for 
example, the Theatrum Machinarum exhibition of 1993 dedicated to 
the 300th anniversary of the birth of Andrey Nartov or the Peter the 
Great and Holland exhibition of 1996. Nowadays, the drawings are 
also important when carrying out restoration work, as they show how 
missing parts can be reconstructed and how objects can be made to 
function again. 
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5. John Davis (1550-1605) was an 
English navigator who travelled to 
the Dutch East Indies in 1598 with 
Houtman and Moucheron 
(information from Jozien 
Driessen). 

6. Gize 1988, p. 161. 
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0501

0520

0501 0520
Brass pantograph. Late 17th-early 18th c. Protractor sighting device. Late 17th-

early 18th c. 
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0521

0531

0521 0531
Three pairs of dividers. Made of brass Unidentified instrument. Made of brass, 
and steel. Late 17th-early 18th c. wood and steel. Late 17th-early 18th c.
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0543

Brass horizontal sundial without a 
gnomon, by Henry Wynn of London. 

0543
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0541

0541
Universal ring sundial on a triangular 
base. 

0544

0544
Sundial and compass on a wooden base. 

0546

0546
Wooden Davis quadrant or back-staff 
with John Elton’s artificial horizon sys-
tem. 
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0552 0554

0552 0554
Artillery instrument called the ‘gunpow- Brass water level with or gunner’s tool. 
der test’. 
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Brass armillary sphere on four embel-
lished legs and a round support with a 
compass. It is an astronomical model with 
a globe in the centre, used to display rela-
tionships between the principal celestial 
circles according to the Ptolemaic system. 

0523
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In the collection of the Russian Museum there are 76 sheets of draw-
ings of objects that have been lathed and of bone carvings, such as 
chalices and cups that fit one inside the other. Combinations of balls 
in intricate compositions, polyhedrons, pyramids, boxes and ivory 
plaques are also depicted. Other sheets show medallions with carved 
depictions, ivory and wooden statuettes, a carved altar and taber-
nacles, as well as miniature tool kits, for example agricultural tools, 
weapons, machine tools and distaffs. Lastly, there are also drawings 
of artistically worked natural materials, like a grain with a carved 
Buddha on it.1 This type of objects constituted an important part of 
collections of art and rarities in the seventeenth and eighteenth cen-
tury in Europe. These ‘artificialia’ were pieces made of animal or 
vegetable matter, whereby the makers tried to equal nature in their 
art. The Kunstkamera included pieces of ivory, bone and rare sorts of 
wood, such as boxwood and different nuts. Some of the objects 
depicted are said to have been turned or carved by Peter the Great 
himself. It is well known that the tsar loved doing this type of work 
and owned several lathes. Some of the objects depicted have survived 
and are currently in the Hermitage. 

The earliest drawing in the collection of the Russian Museum is 
by Ivan Alexeyevich Sokolov, an artist who later became head of the 
Chamber of Engravings of the Academy of Sciences. The drawing in 
Indian ink is dated November 1735. It shows an Octagonal marble 
relief depicting an old woman (cat. no. 563). His four years of training 
with Ottomar Elliger is manifest in his bold brushwork and clear, 
delicate modelling. Sokolov’s brush and pen mastery in conveying 
minute details is also revealed in another drawing depicting Four 
turned ivory ornaments (cat. no. 604). It is not impossible that the 
anonymous Drawing of a turned round box, a bowl and a turned 
ivory ornament (cat. no. 613) is also by Sokolov, for the sheet has an 
inscription above the depiction, ‘the inside of this cup’, in a hand 
similar to Sokolov’s. Moreover, the style of the drawing is not dissimi-
lar to his. 

Phillipp Egorovich Mattarnovy painted the watercolour A bowl 
with a low relief on a pedestal in the shape of Fortune (cat. no. 632), 
probably depicting a seventeenth-century object from Germany. 2 It 
combines a somewhat clumsy execution of the figure and cup with a 
mastery in conveying the details of the gilt-bronze object. The latter 
must have been done with the assistance of a more experienced water 
colourist, possibly Andrey Grekov. Mattarnovy also produced the 
Ivory compass case (cat. no. 611) with a double-headed eagle, charac-
terized by clear contours done in Indian ink. It shows an object that 
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1. For the history of the origin of this 
group of drawings see the contri-
bution to the present publication 
by G.A. Printseva on the fortunes 
of the Kunstkamera drawings. 

2. An analogue has been published by 
O.Ya. Neverov (see Exh. cat. Pe-
tersburg 1992, p. 31, no. 16: A cup 
with Neptune (Germany, 17th 
century). 
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belonged to Peter the Great (now preserved in the Hermitage); the lid 
has been lost. The same object is depicted in the anonymous drawing, 
cat. no. 612 , also depicting two medallions in low relief: The Battle 
of Poltava and St. Andrew the First-Called. The latter is traditionally 
attributed to Peter the Great, who founded this knightly order in 
1698-99.3. Mattarnovy was also responsible for the accurately ex-
ecuted Mechanical model of a windmill (cat. no. 585). The latter is 
also depicted in cat. no. 586, which is a slavish copy by an unknown 
pupil of the Drawing Chamber. 

Grigory Matveyevich Abumov produced accurate but somewhat 
amorphous depictions of weapons and agricultural implements. 
The sheet catalogued as no. 622, dated ‘20 May 1736’, gives a faithful 
rendering of 25 objects. The same applies to another signed drawing 
showing 34 objects, dated ‘18 August’ (cat. no. 621). These two 
drawings make it possible to ascribe the anonymous drawing cata-
logued as no. 623 to Abumov. It depicts 43 ivory objects in three rows, 
namely arrows, swords, rifles, maces, bows, harpoons, bear spears, 
saws, shovels, hoes, canes, pipes and an arquebus. Thereafter Abumov 
drew simple objects and his drawings were never copied again. Also 
worthy of notice are his Ivory lamp, Two bowls, and Ivory snuffbox 
with a low relief, depicting Pygmalion and Galatea (cat. nos. 617, 616
and 602). The drawings are the only testimony to his short artistic 
career. In 1745 he drowned in the Neva. 

Mikhail Ivanovich Makhaev’s Kunstkamera drawings were all 
done during his period of training. At first, he studied under Georg 
Johann Unverzagt in the Mapmaking Workshop; it was not until 1735
that he became Elliger’s student. His drawings are therefore inferior to 
those of other Kunstkamera draughtsmen. He was responsible for two 
drawings of table decorations of Chinese bone carving (cat. nos. 620
and 628). They are accurate but characterized by a lack of feeling for 
form and texture. 

The work of Grigory Anikiyevich Kachalov, like Ivory basket 
(cat. no. 610), a bold pen drawing with elegant brush modelling in 
monochrome watercolour, is in stark contrast to this. The same lathed 
object is shown in another anonymous drawing (cat. no. 590), togeth-
er with a glass, distaff, and some smaller carved bone objects. The 
style of this drawing is characterized by some barely perceptible traits 
of Kachalov, which make it possible to ascribe this sheet to him. The 
same applies to another anonymous drawing (cat. no. 605) depicting 
table decorations, tabernacles, a shelf, a glass and a bracelet. 

For Andrey Ilyich Polyakov the Kunstkamera project was not a 
difficult task. He depicted table decorations, carved snuffboxes, and 
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the medallion Andrew the First-Called (the same as the one depicted 
by Mattarnovy). He depicted a Turned ivory ornament shaped like a 
staircase and Five medallions, possibly snuffbox lids in watercolour 
(cat. nos. 606 and 630). The latter is also depicted in one of the later 
anonymous drawings (cat. no. 618) showing, in addition to snuffbox 
lids, a perfume bottle, a shell, and a medallion depicting Diana made 
by Peter the Great. 

It is particularly interesting to compare drawings of similar objects 
by different artists, e.g. the Turned ivory ornament (see above), depict-
ed in watercolour and Indian ink by Polyakov in June, with a drawing 
of the same object in Indian ink by Sokolov in May 1736 (cat. no. 
607). Likewise, Wooden covered goblet containing a set of beakers by 
Polyakov in Indian ink and brown watercolour (cat. no. 591) is dated 
19 April 1736. A similar cup was depicted by Makhaev, while on 22
April, Sokolov depicted two cups (inv. nos. 6 and 7) on the same sheet 
(cat. no. 593). The drawings are indicative of the three students’ skill 
and mastery. The three drawings are equal in terms of accurate depic-
tion (which was the main task) and of free style but the draughtsman-
ship in Sokolov’s drawing is far superior. 4 Late in 1737, Sokolov, like 
Grekov, and Kachalov were made apprentices ‘for their industrious 
work’, primarily in connection with the completion of the first part of 
the Kunstkamera series.5

Regretfully, the Russian Museum has no watercolours by Andrey 
Angileyevich Grekov. The entire collection of the paper museum 
includes only a few watercolours by him. This is strange, as Grekov 
was a curator and draughtsman of the Kunstkamera from 1732, when 
still a pupil, and was to depict objects in the collection in watercolour 
and Indian ink for a number of years. Can it be that his watercolours 
are among the anonymous ‘curiosities’, especially as he is known to 
have depicted the ‘monster’ chicken and lamb?6 There are, however, a 
few anonymous drawings in the Russian Museum that can be ascribed 
to Grekov stylistically. For example, the Tree root shaped like a pheas-
ant and Two lemons with smaller lemons inside them (cat. nos. 496
and 497) or Two carrots shaped like a bear’s paws (cat. no. 498) have 
been depicted in the finest gradations of yellow, golden-orange and 
red-brown tones, conveying the modelling and texture of the objects. 

A large number of the drawings in the Russian Museum are not 
signed or dated. The anonymous drawings worthy of mention include 
those depicting objects preserved in the Hermitage, e.g. the cup made 
of rhinoceros horn with an equestrian battle scene on the bowl, the 
base in the shape of four slaves, and a Roman emperor on the lid 
(Germany, seventeenth century). The same sheet has a depiction of 
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4. See also the contribution to the 
present publication by Elena 
Stetskevich. 

5. Alekseeva et al. 1985, pp. 61-62. 

6. Shafranovskaya 1965, p. 152. 
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7. According to O.Ya. Neverov, the 
statuette is of German early eight-
eenth-century work. However, the 
complicated hairstyle and power-
ful masculine forms are suggestive 
of seventeenth-century Flemish art 
(cf. the woman in Cephalus and 
Procris by T. Rombouts in The 
Hermitage). 

8. Musei Imperialis Petropolitani 
Vol. ii, pars prima, St Petersburg 
1741, p. 83, nos. 6-13. See also 
Exh.cat. St Petersburg 1996, 
pp. 56-69. 
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a Chinese carved sphere, an ivory object on an ebony stand, which 
had been lost and later recovered (cat. no. 633). Other drawings show 
a snuffbox in the shape of a Dutch schooner (cat. no. 839), once the 
property of Peter the Great. Also worthy of mention are a carved 
wooden triptych altar (cat. no. 560) and Statuette of Juno with a 
peacock (cat. no. 574), a drawing of a seventeenth-century Flemish 
statuette in ivory. 7 Other anonymous drawings depict ivory reliefs, 
which originally belonged to the Tsar’s workshop, namely the Behead-
ing of St. Paul and Aeneas rescuing his father from burning Troy 
Anchises (cat. nos. 567 and 569) and two drawings of wooden statu-
ettes of The Virgin and Child (cat. nos. 577 and 578). The Diana 
medallion made by Peter the Great was probably lost during the 1747
fire, but it can be seen in the anonymous drawings probably dating 
from the 1740s (cat. nos. 608 and 631). 

The depiction of four male heads of wax in a glass case (cat. no. 
559) is absolutely unique in the collection of the Russian Museum. 
O.Ya. Neverov identified three of the four as Frans Lefort, Peter the 
Great and Alexander Menshikov, corresponding with the description 
in the Musei Imperialis Petropolitani catalogue from 1741, viz. ‘The 
head of Peter the Great and the seven persons accompanying him in 
1698 on his trip to Belgium. Wax’.8 The drawing represents four 
participants of the Great Embassy. It should be noted that while the 
wax likeness of Lefort is very similar to the engraved portrait by 
Petrus Schenk (1698) and the portrait of Menshikov closely resembles 
the bust by Bartolomeo-Carlo Rastrelli, the depiction of Peter the 
Great bears no likeness to either of the two portraits from the late 
1690s by Jan Weniks and Georg Kneller or the portraits by Louis 
Caravaque. The wax portrait depicts the Emperor late in life (like 
I. Nikitin’s and G. Tannauer’s portraits). The fourth person depicted 
(the one on the far right in the glass casing) is allegedly one of the then 
closest associates of Peter the Great, Andrey Artamonovich Matveev 
(1666-1723), who in 1699 was appointed Ambassador to the Nether-
lands. A comparison of the wax head with the well-known portrait by 
Rigo (1706), now in the Hermitage, confirms this. (The facial propor-
tions, the shape of the nose, eyebrows and lips, and even the chin with 
a dimple are similar in both depictions). The drawing may have been 
made after the fire in the Kunstkamera, which only four of the eight 
heads survived. It is also possible, however, that a companion portrait 
has been lost. It is not known who did the drawing but the sculptor 
may well have been the renowned Bartolomeo-Carlo Rastrelli, creator 
of the wax Peter the Great (The Wax Person) and the statue of Peter 
the Great in front of the Mikhailovsky Castle. 
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The stylistic similarity of the Kunstkamera drawings (the pedantic 
attention to detail, the rigid modelling of form, especially folds of 
cloths, etc.) is not only the result of the artists’ training based on 
copying Preisler’s originals. (Preisler’s manual was published in Rus-
sian by the Academy of Sciences in 1734).9 It was also due to the task 
itself, namely to make true-to-life illustrations for the catalogue of the 
Kunstkamera. There is a charming naivety in the artists’ attention to 
detail. The drawings are by artists of different maturity and talent. 

Summarizing briefly, the drawings by Sokolov, Kachalov, and 
Mattarnovy in the Archives of the Russian Academy of Sciences 
(St Petersburg Branch) are characterized by precise pen contours and 
well-defined brush and Indian ink patches. (The finest contours are in 
brush, rather than pen, in some of the drawings.) In Abumov’s and 
Makhaev’s drawings, the contours are not so well done and the brush-
work is unclear. Generally, however, one has to accept Josiah Weitbre-
cht’s comment in 1737 about all of the drawings: ‘While some of them 
are not perfect, it should be taken into account that these are products 
of the art mastered at the Academy in a very short time’.10 Almost 
three hundred years later, their drawings and the many anonymous 
sheets give us a good impression of the lathed and artistically worked 
objects in the Kunstkamera. This impression will certainly help to 
identify the objects that once formed part of the collection and are 
now stored in other museum repositories. 
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9. Johann Daniel Preissler, 
Osnovatelnya pravila ili Kratkoe 
rukovodstvo k risovalnomu 
hudozestvu {...} [Basis Rules or 
Concise Manual of the Art of 
Drawing], St Petersburg 1750
(1st edition 1734; cf. German 
edition Preissler 1728-1731) 

10. Alekseeva et al. 1985, p. 15. 
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Three objects. Above: two ivory mortars 
from India decorated with arabesques 
and dancers. Below: an octagonal marble 
relief of an old woman with a staff and a 0564

pitcher. 

0564
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0567

0574

0567 0574
Oval low relief on a rectangular ivory Carved ivory statuette of Juno and the 
plate, depicting the beheading of St. Paul. peacock. 
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0585

0577 0585
A wooden statuette of the Virgin and Mechanical model of windmill. 
Child, seen from three sides. 
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Two wooden covered goblets, both con-
taining a set of beakers, placed one inside 
the other. 

0593

0593
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Ten objects. Upper left: two shelves 
supported by turned legs. Middle left: a 
twisted bracelet. Lower left: three goblets. 
Centre and right: five turned ivory orna-
ments, of which four are shaped like 
spiral staircases. 0605

0605
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0601

0601
Five carved and turned ornaments. 
Upper left: a carved cherry stone on a 
stand. Upper centre: a carved seed (?) 
with a depiction of a Buddha in a glass 
container on a stand. Upper right: an 
ivory sphere on a stand. Middle left: an 
ivory polyhedron on a stand. Lower cen-
tre: an ivory boat. 

0625

0625
Five objects. Upper centre: two shelves 
supported by turned legs. Middle left: a 
turned ivory leg. Middle centre: a twisted 
bracelet. Middle right: a turned ivory 
flute. Lower centre: an ivory spinning 
wheel. 

0628

0628
Two ivory ornaments. Above: a sphere on 
a stand. Below: a polyhedron on a stand. 
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Among the objects in the Hermitage Department of the History of 
Russian Culture there is a leather-bound cardboard filing box with an 
inscription on its spine which reads: Iconum adparatus pretiosi. Vol. i. 
This is one of the three boxes with drawings of precious objects men-
tioned in the catalogue Musei Imperialis Petropolitani Vol. ii from 
1741. 1 The two other boxes of drawings have not been preserved. 
The one that is still in the Hermitage contains 138 drawings, of which 
a large number depict archaeological objects. In addition to this there 
is a small group of precious objects, some of which also function as 
memorial pieces. The drawings show the objects which in the 18th 
century were housed in room tt, in the left wing of the ground floor 
of de Kunstkamera (see Introduction, ill 4). Here is where, according 
to the Palaty Sankt-Peterburgskoy Imperatorskoy Akademii nauk 
Biblioteki i Kunstkamery (Guide to the ‘Chambers of the Library and 
the Kunstkammer of the St Petersburg Imperial Academy of Sciences’) 
from 1744 by Johann Daniel Schumacher, they kept ‘Various curiosi-
ties and valuable items made of gold, silver, decorated with precious 
stones’, including ‘ancient Tartar and Persian gold daggers, gold and 
silver objects, decorated with precious stones, found in graves’, as 
well as, in a separate cabinet, ‘all sorts of valuable objects made of 
gold and silver, such as glasses, cups and other similar vessels, plus 
keys to various captured cities’.2 In the same room was to be found a 
silver replica of La Fontana dei Quattro Fiume by Lorenzo Bernini, 
representing a miniature of the fountain of four rivers on a pedestal 
(cat. no. 921). A small group of watercolours preserved in the above-
mentioned box show objects from the room called ‘The Emperor’s 
Workshop’, marked on the floor-plan of the Kunstkamera with the 
letters ‘bb’ (situated on the second floor of the left wing). These con-
sist mainly of watercolours of memorabilia and trophies.3 Of the 138
watercolours in the box, 35 are depictions of cups, vessels, and other 
miscellaneous objects. (see also the article by O.Ya Neverov). 

Some of the objects depicted are directly connected to Peter the 
Great and his closest associates, friends and family members. One 
spectacular specimen is a watercolour by Ottomar Elliger from ca. 
1735, which depicts the cup decorated with cameos which the king of 
Denmark gave to Peter i as a gift in 1716. The cup has not come down 
to us, therefore its depiction is a rarity in its own right. Besides, the 
watercolour is the only signed work by Elliger in the Hermitage box 
of drawings described here. Another watercolour, in which gold paint 
has been used, stands out because of the highly professional way in 
which it has been painted. This shows a renowned, silver-gilt mon-
strance from 1474 ‘made in accordance with [the rules of] ancient 
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1. Musei Imperialis Petropolitani 
Vol. ii, pars prima, St Petersburg 
1741, p. 178, nos. 47-49: Icones 
adparatus pretiosi. 

2. Palaty Sankt-Peterburgskoy 
1741/1744, pp. 23-24. See also 
Bacmeister 1799, pp. 177, 179. 

3. Materialy 1885-1900, vol. vii, 
pp. 300-322. 
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p. 314. 

7. Ibid., p. 316. 

galina a. printseva

Gothic architecture’, now in the Hermitage (cat. no. 941), which until 
the early eighteenth century was kept in St Nicholas’s church in Reval 
(now Tallin). Lord and commander-in-chief Alexander Menshikov, 
one of Peter the First’s best friends, took it as a trophy and brought it 
to St Petersburg. Shortly afterwards, Menshikov gave it to Peter the 
Great; it stayed in his collection until his death in 1725, when the 
Court Superintendent Meshkov had it transferred to the Kunstkam-
era. Among the depictions of other unusual gifts given to Peter the 
Great are those of memorial cups, e.g. a gilt cup on ball-legs, given to 
the Tsar on the occasion of a ship’s launch (cat. no. 917). Another 
memorial cup, with a castle engraved on it, (cat. no. 915) was made in 
honour of a similar event: Peter the Great had a hand in the construc-
tion of the ship being launched. This cup, given to the Tsar by his wife 
Catherine, had sixty-four depictions of French ships on them (present 
whereabouts unknown).4 Also to mark the launching of a ship, Count 
Fjodor Apraksin gave the Tsar a silver cup with his coat-of-arms in the 
centre (cat. no. 914; present whereabouts of the cup unknown). 

Among the war trophies most valued by Peter the Great is the key 
to the city of Derbent. In the drawing the long silver key is depicted 
lying on a decorated tray on which it was probably presented to the 
tsar in 1722 (cat. no. 922). The tsar himself ordered to have the tray 
and the key transferred to the Kunstkamera as curiosities.5 Nowa-
days, the key is in the Museum of Artillery, Engineering Corps and 
Signal Corps in St Petersburg. Judging by the style of the depiction, 
the same artist (still unknown) has drawn a Swedish silver mace with 
a coat-of-arms, taken as a trophy at Poltava, which according to tra-
dition, belonged to king Charles xii of Sweden (cat. no. 943). This 
object is to be found nowadays in the Armoury of the Kremlin in 
Moscow. 6 By the same unknown artist there is the depiction of a Turk-
ish gunpowder-flask, described as ‘Turkish gunpowder horn made of 
mother-of-pearl edged in silver and gilded’ (cat. no 951; now in the 
Hermitage).7 The flask also came to the Kunstkamera from Peter the 
Great’s collection, although it had not been found on a battlefield but 
bought at a sale. 

Other examples of drawings depicting valuable gifts or memora-
bilia can also be given. For instance, to Peter the Great himself, the 
citizens of Vyborg gave a golden cup with the emblem of the city, 
which had been captured by the Russians (cat. no. 916; present where-
abouts of the cup unknown). From the Court of Wallachia there are 
two batons, viz. one ‘of the chancellor of the Duke of Wallachia, inlaid 
with mother-of-pearl and tortoiseshell and the other ‘of the Field-
Marshal to the Duke, made of ebony, with a silver knob’. Both were 
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sent to the Kunstkamera by ‘His Imperial Majesty’s Court’ (cat. no. 
945; now in the Hermitage). Lastly, a coconut cup with a silver-edged 
rim made by Peter the Great is depicted life-size (cat.no. 918). The 
object, now in the Hermitage, had been among the tsar’s personal 
belongings and was given to the Kunstkamera by Menshikov. 

In addition to memorial objects connected with Peter the Great, 
the drawings show various remarkable and precious objects from the 
tsar’s personal collection, which he most probably greatly valued, e.g. 
a fourteenth-century Syrian glass horn in a sixteenth-century German 
silver-gilt frame (cat. nos. 926, 927; objects now in the Hermitage). 
Another drawing shows the silver table decoration mentioned earlier 
consisting of a miniature copy of the Four Rivers Fountain on de Pi-
azza Navona in Rome by Lorenzo Bernini. According to the Academy 
publications ‘Ceasar Antoninus Caracalla ordered the Egyptian ob-
elisk to be taken to Rome and Pope Innocent x had it installed over the 
fountain’ (cat. no. 921).8 Also worthy of a note are depictions of agate 
vessels, viz. a cup made from milky agate with coral dolphins as deco-
ration (cat. no. 929) and a vase made from red agate (cat. no. 969; 
both vessels are in the Hermitage), as well as cups and vases made 
from nautilus shell, or amber objects much valued by Peter the Great 
(cat. nos. 920, 930, 935, 936). The collection of drawings has a depic-
tion of a mace, made from a narwhal tusk received from the Court 
physician Areskin’s collection. It is described in the catalogue Musei 
Imperialis Petropolitani Vol ii as ‘a Tartar sceptre made of fish bone, 
with a silver-gilded knob and tip’9 (cat. no. 876; now in the Hermit-
age). 

Most of the drawings in the box-file from the Hermitage’s Depart-
ment of Russian History are unsigned. This holds, by the way, for the 
entire corpus of the ‘paper museum’. Of the 21 signed drawings, elev-
en watercolours painted by the artist Grekov are of outstanding qual-
ity. Of the depictions of pretiosi, eleven have been signed with ? or G, 
which means that the drawings are by Grekov, a leading artist work-
ing for the Drawing Chamber of the Academy of Sciences. One of the 
watercolours has a more complicated monogram, viz. P.G. ‘pinxit 
Grekov [Andrey Grekov]’ (cat. no. 888). Of these eleven signed water-
colours, three have been dated, viz. a set of dagger decorations (cat. 
no. 888), to 1735; depictions of rings also to 1735 (cat. no. 937), 
while a Chinese ornamented flask (cat. no. 1318) bears the date 1736. 

Andrey Grekov’s life has been described for the first time by Elena 
Stetskevich.10 He was the son of a Greek in Russian service, Angileos 
Delilo, Inspector of the Galley Fleet. He started as a pupil of the then 
well-know artist Andrey Matveev, who had studied in Holland and 
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9. Ibid., p. 303. 

10. Stetskevich 1997. 
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p. 21. 

12. Stetskevich 1997, p. 252. 

13. Alekseeva et al. 1985, p. 62, 
no. 15. 

14. Materialy 1885-1900, vol. vii.
p. 138. 

returned to Russia in 1727. In 1729, Matveev moved to Moscow and 
Grekov had to look for another teacher. In the same year, he became a 
student of painting at the new Academy of Sciences in St Petersburg, 
under George and Maria Dorothea Gsell. Having completed his stu-
dies, in 1732, he was appointed to the Kunstkamera, where, according 
to the appointment order, he was ‘to depict various Kunstkamera 
objects’.11 Besides this, he was also the curator of the anatomical and 
zoological collections. It is known that in 1734 he was married, since 
in that year, during Maria Dorothea Gsell’s visit to Holland, M.I. 
Grekova, ‘the draughtsman’s wife’ was appointed ‘to look after Kunst-
kamera curiosities and to clean the cabinets, both inside and out’.12

On 16 November 1737, Grekov and the pupils of the Engraving 
Class, Ivan Sokolov and Grigory Kachalov were appointed appren-
tices (a higher grade), which also meant an increase in salary. The 
three of them were to teach drawing classes at the Academy Gymna-
sium, where Grekov replaced his former teacher George Gsell. Andrey 
Grekov’s responsibility was to depict objects from the anatomical 
collections of the Kunstkamera ‘with a zeal and industry exceeding 
anything shown earlier’.13 In 1743, he was officially made teacher 
of drawing, simultaneously being made responsible for all drawing 
matters at the Kunstkamera. During the same period, Grekov began 
working on Empress Elizabeth Petrovna’s coronation book, where 
he was ‘illuminating coronation designs’, mostly ‘regalia and similar 
objects of gold and silver’.14

The best watercolours Grekov made depicting precious and rare 
objects from the Kunstkamera were created in the years 1735-1736. 
As a rule, the objects he was drawing were large in size and had com-
plicated shapes, e.g. the above-mentioned Chinese enamelled flask 
and the numerous cups and vases discussed earlier. In each watercol-
our, he was able to convey the shape, volume and texture of the object 
depicted using vivid intense colours, including gold, which he used 
skilfully. It should be noted that Grekov’s idiosyncrasy was that he did 
not use a pen or pencil, but drew lines with soft, although infallibly 
confident brushstrokes, and used smaller ones to depict the ornamen-
tation, however complicated it might be. Normally, he placed the 
shades of the objects depicted, grey-blue or brown, to the right of the 
object. His drawing technique is characterised by his accurateness of 
line; his use of pink hues to suggest gold is striking, cf. in the drawings 
of the Vyborg cup (cat. no. 916), three agate cups (cat. no. 932), a 
knife and fork with amber handles (cat. no. 936), a silver-gilded crown 
(cat. no. 942), a baton made of a narwhal’s tusk (cat. no. 876), and 
three golden ornaments (cat. no. 878). The same style characterises 
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a number of Scythian gold plaques from Siberian barrows (cat. nos. 
854, 859, 906, 907, 875, 866, 865, 870, 867, 871, 869, 955, 950, 
872, 885, 970, 900, with 18 objects in total). All in all, the Hermitage 
collection has 22 watercolours by Grekov, of which half are signed. 

Andrey Grekov was also involved in colouring in prints. In 1748
on the orders of the Chancellery, Grekov was given the job of illumi-
nating the engravings of the objects in the Scythian collection; ten of 
these, excellently illuminated engravings are now preserved at the 
Hermitage. Simultaneously, Grekov was depicting objects from the 
Siberian and Kamchatka expeditions, as well as ‘botanical objects’ 
for the engraver Johann Grimmel (1703-1759).15

In 1750, Grekov was dismissed from his position at the Kunst-
kamera on health grounds, and was appointed to teach at the Acad-
emy University. That was not the end of his career. In 1761, he was 
appointed to the position of drawing teacher to Grand Duke Pavel 
Petrovich, the son of Catherine the Great. This fact suggests that he 
was at the time considered to be the best Russian draughtsman of his 
time. He retired in 1765, having been promoted to the rank of first 
lieutenant and was, apparently, given a pension in keeping with his 
rank. 16

As already stated, signed works by other artists are scarce in the 
Hermitage collection. In a somewhat different context a few of these 
drawings have already been discussed in an article by Oleg Ya. 
Neverov on antiquities, rarities and precious objects in this book. 
There is only one drawing in the Hermitage, of an agate necklace, 
signed by Mikhail Makhaev. The work is of an inferior quality (cat. 
no. 939; present whereabouts of this object unknown). In addition to 
the artist’s signature, it has the date, ‘year 1736, 10th day of January’. 
A similar necklace and a rosary were drawn by Grigory Abumov; the 
drawing, also of inferior quality, has been engraved by the artist.17

The Hermitage collection has three drawings by Ivan Sokolov. These 
works (cat. nos. 557, 573, 579) are totally different in style from that 
of Grekov‘s watercolours. They have clearly been made by an appren-
tice from the Engraving Chamber, rather than by a student of drawing 
proper. Two of the drawings were made using pencil and Indian ink 
contours; they are monochrome. Particularly striking is the ivory figu-
rine, Juno and the peacock from 1735 (cat. no.573), with its faithful 
rendering of details. Drawings by another pupil of the Engraving 
Chamber, Grigory Kachalov also betray an engraver, rather than a 
colourist. His four drawings in the Hermitage collection, although 
monochrome, show masterly execution that manifests itself in the 
precision of lines and the modelling of half-tones, cf. for example 
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Relief depicting Diana with her nymphs bathing in a grotto and 
Two wooden figures of a man and a woman (cat. nos. 561, 562). 
Also by a student of engraving, Andrey Polyakov (1709/1712-1784), 
is a drawing depicting a brown wooden cabinet with bone inlays de-
signed to store gemstones (cat. no. 967). 

As has been noted more than once the drawings belonging to 
the ‘paper museum’, including the sheets of drawings kept at the 
Hermitage Department of the History of Russian Culture, are some 
of the earliest specimens of non-religious painting created by Russian 
draughtsmen. As such, these drawings are of great importance for 
Russian art history. In addition the drawings of the objects help the 
spectator to partially recreate the exhibition of the first Russian 
museum: the Kunstkamera in St Petersburg. 
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0584

Table decoration of coral and metal, with 
a base probably made of gilded silver. 
The decoration shows a depiction of King 
Solomon’s castle and the Solomon Judge-
ment, surrounded by the signs of the 
Zodiac. 

0584
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0573 0841 0844

0573
Carved ivory statuette of Juno and the 
peacock. 

0841
Dagger with a bone hilt decorated with 
emeralds and rubies, depicted sheathed 
and unsheathed. An outline drawing of 
the sheath and the top of the hilt are de-
picted separately to the left. Object from 
Iran, 17th c. 

0844
Kris (dagger) and sheath with a gilded 
silver hilt in the shape of an idol. Object 
from Indonesia, 17th c. 
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0881

0870

0857
Scythian golden necklace with lions at 
both ends. Siberia, 5th-4th c. bc. 

0870
Scythian golden belt plaque depicting a 
struggle between an eagle and a tiger. 
Object from Siberia, 5th-4th c. bc. 

0881
Two silver objects. Upper left: handle of 
an Achaemenid pitcher, in the shape of a 
deer. Lower centre: Achaemenid rhyton in 
the shape of a ram’s head. Objects from 
Iran, 5th-6th c. bc. 
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0885

0885
Two decorations for a turban and four 
other decorations. Objects from Turkey, 
17th-18th. 

0894

0894
Silver phalar, partly gilded, decorated 
with an elephant. Object from Bactria, 
3rd-2nd c. bc. 
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0908

0908
Sixteen jewelry works: necklaces, pen-
dants, and ear-rings of gold, glass, and 
stones. 
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0919

0919
Shell cup on three legs used by Peter the 
Great on his travels. Object from Hol-
land, late 17th c. 

0921

0921
Silver table decoration, a copy of the Four 
Rivers Fountain by Lorenzo Bernini in 
Rome: an obelisk surrounded by river 
gods and a balustrade. 

0933

0933
Vase decorated with gems and enamel-
ling, on three dolphin-shaped legs. Object 
from Europe, 17th c. 
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0938

0926

0922 0926 0938
Key to the Derbent fortress displayed on a Drinking horn of painted glass in an en- Two lots of four necklaces of agate beads. 
piece of Persian cloth and the dish on graved frame of gilded silver, with gilded Objects from Western Europe, 17th- early 
which Peter the Great was presented with silver legs in the shape of a bird’s feet 18th c.
the salted bread of hospitality, together clasping spheres. 
with the key itself on August 23, 1722.
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0946

Small ivory cabinet with a low-relief 
decoration, depicting the Fall of Adam 
and Eve. Made from ivory, wood and 
silver. Object from the East-Indies 
(Ceylon), 17th c. 

the paper museum of the academy of sciences in st. petersburg

0967

0967
Gem cabinet made of brown wood, deco-
rated with ivory. 

0946
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1318
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Flattened round moon flask decorated 
with clearly outlined ornaments of flow-
ers and a pair of pheasants. It has a chain 
on the sides and two loop-handles in the 
shape of dragons. Made from bronze, 
cloisonné enamel and gilding. Object 
from China, late 16th-17th c. 

1319

1319
Mechanical toy on wheels – a Chinese 
woman sitting on a flying phoenix. She is 
the Taoist goddess of the West, Xiwan-
gmu, and is holding a plate with peaches 
in her hands. Made of silvered tin, enam-
el, paint, Indian ink and other materials. 
Object from China, early 18th c. 

1318
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Several ‘paper museum’ drawings depict objects that were once part 
of the so-called ‘Tsar’s cabinet’, the term used to describe Peter the 
Great’s private collection. One of the places in which they were stored, 
together with other drawings whose subjects were antiquities and spe-
cial objets d’art (‘rarities’), was in the boxes inscribed Icones operum 
artificiosorum, Icones rerum rariorum and Icones adparatus pretiosi. 
At present these drawings are to be found in the Hermitage and in the 
Archives of the Academy of Sciences in St Petersburg. A number of 
these drawings will be discussed in this article, focusing on where the 
objects depicted in the drawings were once to be found in the Kunst-
kamera. 

In 1745, the librarian of the Academy of Sciences, Johann Caspar 
Taubert, on the orders of Empress Elizabeth Petrovna, made an inven-
tory of the ‘precious objects’ to be found in the Kunstkamera, with the 
accompanying provenance.1 This was a Russian (edited) version of 
the section of the Musei Imperialis Petropolitani Vol. ii called ‘Catalo-
gus operum pretiosorum ex auro et argento factorum nec non gemma-
rum, quae in aedium academicarum camera tt. servantur’.2 In Tau-
bert’s inventory one of the items is a detailed description of a ‘Japanese 
cabinet made of carved ivory with seven drawers’, that was included 
in the Kunstkamera after the Tsar’s death. The cabinet comprises 52
objects, viz. 8 precious daggers and 44 of the largest and most impres-
sive objects of the Scythian Siberian collection that the iron-foundry 
owner Nikita A. Demidov had given Peter the Great in 1715. One of 
the objects Taubert described as an American dagger with a hilt of sil-
ver-gilt, in the form of an ‘American idol’; a blade, with gold inlays; a 
sheath, decorated with embossed silver and gold, from Albert Seba of 
Amsterdam. Nowadays this is considered to be a seventeenth-century 
dagger from the island of Java in Indonesia; it has been preserved in 
the Hermitage,3 as well as the watercolour drawing depicting it, made 
in the 1730s by an unknown artist from the Academy of Sciences (cat. 
no. 844). 

Drawings of all 52 objects in the Japanese cabinet mentioned 
above have been preserved, of which only two, depicting seventeenth-
century Iranian daggers, are signed: one by Phillipp Mattarnovy, 
the other, by Grigory Kachalov (cat. nos. 841, 842). In both works, 
watercolour wash is confined within clear-cut contours drawn in pen 
and Indian ink. In Mattarnovy’s drawing gilding has been used. As in 
the other categories of drawings, here too only a few of the drawings 
have actually been signed. However, careful study has made it possible 
to attribute unsigned works to one of the artists who were involved in 
the ‘paper museum’. In this way, on the basis of stylistic analysis, the 
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1. Materialy 1885-1900, vol. vii, 
p. 299. 

2. Musei Imperialis Petropolitani 
(hereafter referred to as mip) 
Vol. ii, pars prima, St Petersburg 
1741, pp. 181-212. 

3. The State Hermitage, inv. no. 
op-454. 
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4. Jozien Driessen pointed out that 
this was not a waxwork model, 
but a model made from a dry 
preparation from Peter the Great’s 
collection which he bought from 
the Amsterdam doctor Frederik 
Ruysch. 

oleg ya. neverov

curator of the Hermitage drawings, G.A. Printseva, has assigned 
eighteen drawings showing Scythian gold objects to Andrey Grekov. 
One drawing that has been signed is that of an Iranian goblet in the 
shape of a ram’s head. The artist is Grigory Kachalov (cat. no. 881). 

In the section ‘Catalogus operum artificiosorum et rerum rario-
rum…’ (objects of art and rarities) of the Kunstkamera catalogue, 
Musei Imperialis Petropolitani Vol. i-ii, there are also waxwork mod-
els. A drawing depicting one of these waxwork models, showing a 
child in a glass case4, is inscribed, ‘Drawn by Ivan Sokolov on the first 
day of January, 1738’ (cat. no. 558, compare cat. no. 557). Some of 
the objects from this section of the catalogue were kept in the Kunst-
kamera’s Memorial Room, called the ‘Emperor’s Workshop’ (room 
bb). Here items like pieces of woodwork lathed by either Peter the 
Great himself or by his associates, e.g. a cup, which held a set of ten 
smaller beakers are to be found. The drawing depicting it bears the 
inscription, ‘Drawn by Mikhail Makhaev, on the 19th day of April, 
1736’ (cat. no. 590). 

This room also had exhibits that nowadays would be described as 
ethnographical, viz. objects once belonging to Scythians, Chinese, 
Indians, and various oriental and northern tribes, including clothes, 
weapons, utensils, and idols, such as an East-Indian necklace depicted 
by Andrey Polyakov (cat. no. 739) or a Kalmyk rosary depicted by 
Grigory Abumov (cat. no. 732). The latter has also painted a water-
colour after a ‘Swedish bayonet and knife hit by a thunderbolt’ (cat. 
no. 764), as well as a wooden pitcher from the Volga basin (cat. no. 
768), a barrel made of cinnamon wood (cat. no. 772) and Tungus 
baskets depicted on 8 October 1736 (cat. nos. 1054-1057). 

Some of the objects have been depicted by two different artists, 
e.g. Roman lamps by Grigory Kachalov and Grigory Abumov (cat. 
no. 777-780). Sometimes two artists worked together to depict a 
group of objects, e.g. Ivan Sokolov and Mikhail Makhaev who, in 
May 1736, depicted the pottery discovered by a Siberian archaeologi-
cal expedition (cat. nos. 789-792, 803). All these, archaeological, ob-
jects were also to be found in room bb. 

The way in which the drawings were signed could vary somewhat. 
Some of the artists’ signatures are placed on the paper in a noticeable 
way, specifying the date of the execution (day, month, year); other 
works are signed using monograms, e.g P.G.A. (pinxit Andrey 
Grekov, cat. no. 888). Ottomar Elliger has proudly signed his brilliant 
watercolour depicting a cup decorated with precious cameos, given 
to Peter the Great by the king of Denmark: O.Elliger Delin[eavit] 
(cat. no. 933). 
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Peter the Great does not seem to have been particularly enthusiastic 
about ecclesiastical rarities and curiosities which are scarce in the 
Kunstkamera collection, cf. a copy of the miraculous girdle of Mary 
of Loreto shown in Mikhail Makhaev’s watercolour (cat. no. 773). 
On 10 January 1736, he also depicted a seventeenth-century agate 
rosary (cat. no. 939), while the drawing after a Byzantine alabaster 
reliquary is by Andrey Grekov (cat. no. 797). The other ecclesiastical 
objects of the Kunstkamera collection were acquired under tsarina 
Anne Ioannovna, who reigned from 1730 to 1740. 

A significant portion of the Imperial Museum (as the Kunstkamera 
was called later in the 18th century) consisted of military trophies, the 
earliest ones having been given to it during Peter the Great’s reign. 
These objects too were exhibited in the ‘Emperor’s Workshop’ (room 
bb). Examples of these types of trophies are the presents which the 
Duke of Schwerin, who witnessed the death of King Charles xii of 
Sweden, donated: the King’s cup and spurs, and the Duke’s gloves, 
stained with the King’s blood from a wound he had received during 
the battle of Poltava in the Ukraine on 27 June 1709 (cat. nos. 752-
755).5 After this battle, in which the Swedish army suffered a crushing 
defeat against the Russians, Charles’s baton and hunting knife were 
donated (cat. nos. 781-782).6 During the Persian campaign, which 
lasted from 1722 to 1723 and after the capture of the city of Derbent 
on 25 september 1722, Peter the Great sent several military trophies to 
the Kunstkamera like canons and bombards and a silver key to the city 
(cat. nos. 809-811, 922).7 Those objects did not belong to a special 
memorabilia section, although their political significance, compared 
to the other curiosities in the museum was clear to everyone con-
cerned. Some of them were kept in room bb, but also in room tt of the 
Kunstkamera, where, as already indicated at the beginning of this arti-
cle, unique gold and silver objects were exhibited. 

The gifts presented to Peter the Great by diplomats and his allies 
were a testimony of the power and influence of his empire. The pre-
cious objects in this group were usually to be found in room tt. Of 
these gifts, the following in particular must certainly be mentioned: 
the cup belonging to the King of Denmark, decorated with cameos 
(see above), an ivory cup given by the Grand Duke of Tuscany, a snuff-
box and a ring with a portrait of August ii of Poland, or the gift from 
the Duke of Holstein.8 In addition to these, there were all sorts of gifts 
from members of the family or important people in the Tsar’s circle in 
the collection like the gift from Peter the Great’s cousin, who was mar-
ried to the Duke of Koerland, a principality south of Riga. Other gifts 
came from Peter’s second wife, Empress Catherine I of Russia, from 
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5. mip Vol. ii, pars prima, 1741, 
pp. 128-129, nos. 23-25. 

6. Ibid., p. 131, nos. 37-38. 
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oleg ya. neverov

General Allart, Generaal J. Botsis, Admiral Fjodor Apraksin, Gener-
aal Izmailov and General Jacob Bruce.9

The Kunstkamera received important acquisitions from scientific 
expeditions as well, organised by the Academy of Science in St Peters-
burg, like the Second Kamchatka Expedition, which took place from 
1733-1746. Clothes and objects used in everyday life by the peoples 
of the north-east regions of the Russian Empire (Samoyeds, Ostyaks, 
Yakuts, Yukagirs, Koryaks, and Tunguses) were added to the rarities 
kept in the bb room. (See the contribution by L. Pavlinskaya for the 
drawings of these objects.)10 During this expedition other objects 
were bought or collected. In 1733 Gerhard Müller, the historian who 
was also a member of the Academy, bought rarities for the Kunst-
kamera in Semipalatinsk, Siberia.11 In addition to this a number of 
keys to the fortresses captured by the Russians, and rarities brought by 
pilgrims from the Holy Land were added to the Kunstkamera collec-
tion.12

Finally, it is interesting to note that tsar Peter the Great himself was 
also active in obtaining objects for the Kunstkamera collection. He 
gave orders for monastery graveyards in Vyborg, captured by the Rus-
sians during the Great Northern War (1700-1721) to be opened and 
the curiosities found there be taken to the Kunstkamera. 13 Other ob-
jects came to the Kunstkamera from the ruins of the Bolgar archaeo-
logical site and the barrows of the Golden Hoard (cat. no. 800). 14

In 1721 a number of finds were brought to St Petersburg from Semi-
palatinsk, which were immediately made known all over the world by 
J. Schumacher, librarian to the Tsar who was in Paris.15 One of Peter’s 
successors, tsarina Anna Ioannovna, took an interest in acquiring 
objects too. In 1735, the Empress ordered the acquisition of several 
ivory sculptures: an equestrian statue of August ii of Poland and the 
Sacrifice of Abraham group by the German artist Simon Troger (1693/ 
4-1768), a statuette of Juno with the Peacock, attributed to the same 
artist (cat. no. 573) and a statue of Hercules and Omphala also by a 
German, Balthazar Permoser (1651-1732).16

The value of the drawings in this section of the collection of the 
Kunstkamera is high. Used together with archive sources and with 
the descriptions in the catalogue Musei Imperialis Petropolitani 
Vol. ii (1741) they offer a unique opportunity for studying the history 
of nearly all the objects in this part of the collection. Moreover it has 
been possible, as it were, to ‘retrace’ numerous objects from the 
Hermitage depots on the basis of the drawings. 
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0558

Wax figure of an infant lying in a glass 
case. It is wearing a bonnet and is 
wrapped in a cloth. Object from Holland 
and Russia, 18th c. 

0558
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0590

0590
Wooden covered goblet containing a set 
of beakers, placed one inside the other. 

0636

0636
Swimming suit, consisting of a vest and 
trousers. Object from Western Europe (?), 
early 18th c. 
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0637

0637
Pointed cap made of coconut fibres. 
Object from the West Indies (Dutch 
colonies), 18th c. 
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0679

0675

0661
Pair of shoes. Objects from Persia, 18th c. 

0675
Aquamanium (washstand) shaped like a 
centaur. There are two seals on its body 
depicting animal figures and two other 
seals in front of it. Objects from Europe, 
14th c. 

0679
Round bronze sacrificial altar on a high 
openwork stand. In the middle: two 
statuettes of wolf-like animals standing 
on their back legs. The rim is decorated 
with eight statuettes of fighting animals. 
Object from Kyrgyzstan (the Scythian or 
Sarmatian culture), 8th-7th c. bc
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0707

0707
Ten earrings made of copper and brass. 
Objects from Siberia (?), classical 
antiquity. 

0733

0733
Two rosaries and two crucifixes. Objects 
from Asia Minor, 18th c. 
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0758

0758
Wreath of laurels from the grave of the 
heir to the throne, the son of Catherine i
of Russia. Object from St. Petersburg, 
18th c. 
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0779
Four antique clay lamps. Objects from the 
Roman Empire, 1st-2nd c. ad. 
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07980797

0797 0798
Alabaster tabernacle. Object from Italy, Four bricks with emblems, from Vyborg 
5th-7th c. graves. Objects from Sweden, 18th c. 
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0811

0819

0782 0811 0819
Knife and fork that belonged to King Kris (dagger) in a sheath with the blade Three cannon balls. Left: iron cannon ball 
Charles xii of Sweden’s cook. The cook depicted separately. Object from the east with anchors. Middle: wooden cannon 
was taken prisoner at the battle of Poltava Indies (Dutch colonies), 17th c. ball with harpoon heads. Right: copper 
(1709) between Sweden and Russia. cannon ball sent to St. Petersburg from 
Objects from Sweden, 17th-18th c. Astrakhan on 25 August 1723. Objects 

from Russia, 18th c. 
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0833

0823 0833
Axe made of wood and stone. Object Vest of Peter the Great.
from northern part of European Russia 
(Lapps ?), early 18th c.
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0834 0925

0834
Hat with feathers and a shoe. 
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Siberian and Volga artefacts 

The drawings of items in the earliest collections of the St Petersburg 
Kunstkamera include depictions of artefacts representing Siberian 
cultures and those of the Volga basin (70 and 31 sheets respectively). 
They are now preserved in the Archives of the Academy of Sciences 
in St Petersburg. A comparison of the drawings with the first printed 
catalogue of the Kunstkamera, Musei Imperialis Petropolitani Vol. ii 
(1741), 1 and with the manuscript inventory of the objects that per-
ished in the fire of December 1747 (referred to below as the ‘1748
Inventory’) 2 leaves no doubt that the drawings do depict the Siberian 
and Volga collections of the first half of the 18th century. When the 
catalogue was compiled, the museum had 150 objects from the two 
regions, of which 116 are depicted in the drawings. It is not clear, how-
ever, whether all of the 18th-century drawings have survived to the 
present day and it is therefore not impossible that drawings were made 
of the entire collection. According to the ‘1748 Inventory’, all of these 
artefacts representing the cultures of Siberia and the Volga perished in 
the fire. This means that the drawings are the only source of informa-
tion on the daily life and craftsmanship of these peoples in the first half 
of the 18th century. 

The drawings show clothes, headwear, footwear, birch-bark 
containers, and other objects pertaining to the daily life of the Ugrian 
peoples of Western Siberia; summer, winter, fishing and hunting 
clothes of Siberian Samoyeds and Tungus; ritual costumes and tam-
bourines of Siberian shamans; pieces of harness and weapons used by 
Buryats; coastal and insular Pacific Eskimo, Koryak, and Aleut fishing 
and hunting tools; festive and everyday clothes of peoples of the Volga 
basin; and richly embroidered Chuvash and Mari wedding kerchiefs. 
According to the Musei Imperialis Petropolitani catalogue and the 
‘1748 Inventory’ of the objects that perished in the fire, items of cloth-
ing (such as fur coats, caftans, headwear and footwear) constituted a 
considerable part of the Siberian and Volga collections of the Kunst-
kamera. It is therefore not surprising that depictions of clothing 
constitute a major part of the present group of drawings. 

Regretfully, the actual number of Siberian and Volga artefacts 
from the first half of the 18th century in the Kunstkamera is unknown 
because both the catalogue of 1741 and the ‘1748 Inventory’ contain 
serious mistakes in their cultural identification. For example, a num-
ber of objects in the catalogue are listed as belonging to the Sami 
(Lapp) culture of Northern Europe, while the drawings corresponding 
to the respective catalogue numbers show Ugric artefacts from Siberia. 
Identification of an object listed in the catalogue of 1741 or in the 
‘1748 Inventory’ is impossible in the absence of a drawing. Even when 
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1. Musei Imperialis Petropolitani 
Vol. ii, pars prima, St Petersburg 
1741: Res artificiales. 

2. St Petersburg Archives of the Rus-
sian Academy of Sciences (hereaf-
ter referred to as spbaran), f. iii, 
op. 1, no. 2247. 
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the objects are indeed Siberian, these sources may contain mistakes in 
the more precise identification of objects. For instance, a large number 
of Ugrian artefacts from Western Siberia have been ascribed to the 
Tungus culture of the taiga of Eastern Siberia, while Paleo-Asiatic ob-
jects of the peoples of the far northeast of Siberia are listed as belong-
ing to the Samoyeds of Western and Central Siberia. The same applies 
to the identification of the artefacts of the Volga cultures. In this con-
nection, it should be pointed out that at the beginning of the 18th cen-
tury, a considerable number of Siberian natives lived in small, often 
related, but not yet clearly differentiated ethnic groups. As a result of 
complicated ethnogenetic processes (e.g. the arrival of the Russians in 
Siberia and the inclusion of Siberian natives in the Russian Empire), 
the ethnic groups have become the Siberian peoples as we know them 
today. Such terms as ‘Samoyed’, ‘Tungus’ etc., introduced by the Rus-
sians in the 17th century, reflect linguistic areas and unions rather than 
peoples. The Samoyeds, for example, included by the end of the 19th 
century the Enets, Nenets, Nganasan, and Selkups, cultures that even 
today have a lot in common and, understandably, even more so in the 
17th and 18th centuries. Our knowledge of the material culture of 
Siberian peoples is based on 19th and early 20th-century collections, 
i.e. collections separated from the drawings by more than a century, 
a period in which significant cultural changes occurred. All this is an 
obstacle to attributing the objects depicted in the drawings to a par-
ticular culture and is the reason why many of these drawings have a 
question mark after them in this catalogue. On the other hand, as the 
drawings date from the first half of the 18th century, contemporary 
names of peoples have been used, with today’s ethnonyms in brackets. 

The erroneous etnological identification of some artefacts in the 
Musei Imperialis Petropolitani catalogue mentioned above suggests 
that the drawings were produced in the museum, rather than during 
fieldwork by, for instance, the artists of the Second Kamchatka expe-
dition of 1733-1743. These artists would not have made such mis-
takes. The fact that the drawings accord with the Kunstkamera ex-
hibits confirms this, as do the composition of the drawings and the 
selection of objects when there are several drawings on one sheet. 
For example, cat. no. 971 shows items of clothing of Siberian Ugrians 
and Tungus, separated by thousands of kilometres. 

Unfortunately, no 18th-century engravings indicate how the ethno-
graphic collection of the Kunstkamera was displayed and therefore 
what we know about it is based on the catalogue of 1741, the ‘1748
Inventory’ of the objects that perished in the fire, and the extant draw-
ings. The fact that the catalogue firstly numbers the objects by room 
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and then by the cabinet in which they were stored, and that many of 
the drawings have an inscription referring to these numbers, is partic-
ularly important. It should be noted that 93 of the 101 drawings of the 
Siberian and Volga collections have such references. When we add this 
information to the ‘1748 Inventory’ of the 1747 losses, which was 
probably based on the catalogue, we obtain a fairly good idea of how 
the collection was displayed during the first half of the 18th century. 
The Siberian objects were in the gallery on the third floor of the 
Kunstkamera in five cabinets (ix, xii, xiii, xiv, and xxii); the Volga 
collection was in cabinet x. Cabinet ix, in addition to Siberian imple-
ments, had several objects belonging to other cultures, while in cabi-
net xxii, Siberian implements (cat. nos. 1074, 1075, 1076, and 1078) 
were displayed next to objects from various cultures, including both 
European and American. Different cultures were also mixed in the 
Volga cabinet; in addition to Chuvash, Udmurt, Mordovian, and Mari 
items, cassocks of various monastic orders, an Ethiopian apron, Finn-
ish purses, as well as three Siberian objects were displayed. The latter 
were a Nganasan woman’s headwear (cat. no. 1040), a Khant pouch 
(cat. no. 1039), and leg warmers (cat. no. 1033) probably made of fur, 
which can only tentatively be identified as Siberian. 

In cabinet ix, 45 of the 52 objects were from Siberian cultures, but 
the drawings of only eight of these objects have survived to the present 
day. There are drawings of all the Siberian and Volga objects in cabi-
net x. Cabinet xii must have been small, containing only 10 objects, 
of which seven drawings have survived. It should be noted that the 
items in this cabinet were surprisingly uniform, consisting mainly of 
objects from the Baikal culture: four shaman cloaks (two of which 
there are drawings of), two headdresses, two bridles and a man’s in-
laid belt (cat. nos. 1042-1047). The drawings depicting the contents 
of cabinet xii particularly demonstrate the significance of the draw-
ings today, both for the history of museum science (since they, more 
than the other drawings, reflect the idea of the first Russian museum) 
and, more generally, for ethnography because they shed new light on 
Siberian traditional cultures prior to the 18th century. Without these 
drawings, we would not have a true picture of the objects in this cabi-
net, for the Musei Imperialis Petropolitani catalogue gives no indica-
tion of the ethnic origins of the objects or of their connection with 
shamanism. The drawings suggest that the provenance of the objects 
is two neighbouring regions, east and west of Lake Baikal, represent-
ing the Buryat and the Baikal Tungus cultures. Interestingly, it is in 
these areas that Professor Gerhard Friedrich Müller and student 
Stepan Krasheninnikov were working during the Second Kamchatka 
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expedition.3 It does not necessarily follow that the materials under 
review originate from that expedition, but the coincidence may be 
sufficient ground for further investigation. 

Cabinet xiii also only contains Siberian materials. Depictions of 
13 of the 21 objects have survived to the present day. These are sha-
man tambourines belonging to different cultures and Ugrian birch-
bark utensils from Western Siberia. Lastly, cabinet xiv mainly con-
tains depictions of ancestoral and natural spirits, listed as ‘idols’ in the 
catalogue. Drawings of these objects are few: seven of the 30 items, 
namely headwear of a Tungus hunter (cat. no. 1063), bird’s legs and 
a bear’s paw (cat. nos. 1067, 1068), and two ‘idols’ (cat. nos. 1064, 
1066). 

As already mentioned, cabinet x mainly contained objects repre-
senting the Volga culture: women’s camisoles and caftans, men’s outer 
clothing, belts and embroidered wedding kerchiefs (28 items in total). 
Depictions of all the items have survived, so that we have a good idea 
of the Volga collection of the Kunstkamera in the 1740s. However, the 
drawings outnumber the objects listed in the Musei Imperialis Petro-
politani, Vol. ii by nine. These nine drawings show Chuvash and Mari 
wedding kerchiefs. There is reason to believe, therefore, that the mu-
seum acquired some of the objects after the catalogue was published. 
Indeed, shortly before the fire in 1747, the Kunstkamera in all prob-
ability acquired a large collection of objects representing Siberian and 
Volga cultures (over 50 items). The collection was listed in the ‘1748
Inventory’ as a separate entry entitled, ‘List of certain objects acquired 
by the Academy of Sciences after the catalogue had been compiled’. 
Some of the objects were displayed in the museum cabinets but with-
out inventory numbers, as the catalogue had already been published. 
This list does indeed include ten Tartar ‘tablecloths’, displayed in cabi-
net x, seven of which can probably be identified as the Volga Chuvash 
and Mari wedding kerchiefs in drawings cat. nos. 1018, 1021, and 
1025-1031. This can be deduced from the fact that only seven ker-
chiefs are listed in the cabinet inventory under nos. 58-62 (drawings 
cat. nos. 1022, 1023) and 64-66 (drawings cat. nos. 1014-1017), the 
first two (1014 and 1015) showing pillowcases for wedding pillows, 
rather than kerchiefs. 

Besides, according to the same ‘List of certain objects acquired 
[…]’, an ‘Ostyak caftan of bird’s skin’ was exhibited in cabinet x. This 
must have been the caftan depicted in drawing cat. no. 972, which has 
no inscriptions giving a cabinet or inventory number. The same ap-
plies to seven other drawings (cat. nos. 1079-1082, and 980-981, plus 
one without a number). These objects also must have been acquired 
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after the catalogue was published but it is impossible to date the draw-
ings of them; the descriptions of the objects are so brief, they cannot be 
identified with the help of the acquisitions list of 1747 or the next in-
ventory of the collection, which was compiled by Semyon Kotelnikov 

4in 1770. 
A comparison of the drawings and the exhibits shows that the 

artists of the Academy of Sciences drew most of the Volga and Siberian 
collections preserved in the Kunstkamera. This suggests that the pur-
pose of the drawings was to create a kind of ‘picture catalogue’ of the 
most valuable exhibits. There is reason to believe that the drawings 
were made when the objects were acquired. For instance, the Chuvash 
and Mari wedding kerchiefs (the ‘Tartar table-cloths’ in the ‘List of 
certain objects acquired […]’) and probably the Ostyak (Khanty) coat 
of bird’s skin, acquired in 1747, were drawn prior to the fire of 5 De-
cember the same year. 

The composition of many of the drawings also leads to the con-
clusion that the objects are depicted as museum objects, as already 
suggested above in connection with the numerous incorrect descrip-
tions. Many of the items of clothing have been depicted either from 
the side or from an angle, while headwear is invariably shown in pro-
file. This suggests that the objects were drawn as they were placed in 
the cabinets (cf. cat. nos. 979-981, 1013, and 1042-1043 etc.). Some 
items of clothing are depicted as if they were hanging from a nail 
(cat. nos. 979, 995). Had the drawings been intended for a scientific 
publication, this would have been impossible. For example, in the 
publications by Johann Gottlieb Georgi and Peter Simon Pallas, all the 
illustrations give a full view of the objects, both from the front and the 
back,5 a principle that is still valid today for scientific illustrations. 

The drawings of the Siberian and Volga objects are mostly com-
pletely true to the original. One can easily recognize the material of the 
Siberian fur coats, for example, be it deer hide, wolf or wolverine pelt 
(cf. cat. nos. 980, 999, 1079). The same applies to other materials, 
such as birch bark, bast, leather, wood, metal or canvas (see cat. nos. 
1058, 1054, 1049, 1050, 1015). This required skill and technical per-
fection, which many of the artists of the Engraving and Drawing 
Workshops of the Academy of Sciences had achieved. This is evident 
in their approach to form and colour, as well as their very unconven-
tional treatment of both. The result is a sort of gallery of works of 
Siberian and Volga folk arts. The draughtsmen’s talent is especially 
palpable in the drawings showing richly embroidered clothes from 
the Volga region. They were able to convey the details and motifs of 
embroidery, as well as the finest nuances of the rich gamut of colour 
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4. spbaran, f. iii, op. 1, no. 2243. 

5. J.G. Georgi, Merkwürdigkeiten 
verschiedener unbekannter Völker 
des Rüssischen Reichs, Frankfurt 
a. M./Leipzig 1777. P.S. Pallas, 
Reise durch verschiedene 
Provinzen des Russischen Reichs, 
Frankfurt a. M./Leipzig 1776. 
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typical of this variety of folk art (see cat. nos. 1009-1011, 1023, 
1035). 

Not all of the drawings demonstrate such a high level of perfection. 
A few of these are obviously by apprentices (e.g. cat. nos. 973, 984, 
986, 993). However, the majority of the drawings are by experienced 
draughtsmen. All of the drawings are unsigned, with the exception of 
two Ugrian birch-bark vessels which are inscribed, ‘Drawn by Grigory 
Abumov, year 1736’, and ‘on the 20th day of the month of September’ 
(cat. no. 1056) and ‘on the 7th day of the month of October’ (cat. no. 
1057) respectively. Regretfully, the names of the other excellent artists 
remain unknown. 

The significance of the collection of 18th-century drawings in the 
Archives of the Russian Academy of Sciences cannot be overestimat-
ed, first and foremost because they reproduce non-extant 18th-cen-
tury folk art (from Siberia and the Volga basin). There are no written 
records of Russian traditional cultures, a circumstance that makes 
the drawings a unique source for studying the constituent elements 
of these cultures, such as material, form, decoration, imagery, etc. 
Moreover, the drawings shed light on the nature and scale of the ac-
tivities of the Academy of Sciences, reconstructing the early history 
of the Kunstkamera, the first state museum in Russia. 
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0984

0984
Four items of footwear. Outer left and 
outer right: winter shoes, made of deer 
fur. Objects from Siberia (Tungus: 
Evenk?), early 18th c. Inner left and inner 
right: legwear, made of deer fur. Objects 
from Siberia (Northern Samoyeds?), early 
18th c. 

0993

0993
Man’s hat made of deer fur and chamois. 
Object from Eastern Siberia (Tungus: 
Evenk or Even), 18th c. 

0995

0995
Clothes bag, made of deer fur, with a 
painted decoration. The right side has a 
stylized depiction of a deer with antlers 
around it. Object from Western Siberia 
(Ostyaks: Khants), early 18th c. 
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1018

1018
Wedding kerchief. Made of embroidered 
linen. Object from Middle Volga (Chu-
vashes or Cheremises: Mari), early 18th c. 

1033

1033
Legwear made of fur (?) (possibly fur side 
in). Objects from Siberia (?), early 18th c. 

1038

1038
Woman’s breast decoration. Made of 
copper, silver (?) and beads. Object from 
Middle Volga (Mordovians), early 18th c. 
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1038

1039
Tobacco pouch. Object from Western 
Siberia (Ostyaks: Khants or Kets), early 
18th c. 

1041

1041
Headgear of a bride. Made of birch bark, 
linen, silver, copper and beads. Object 
from the Middle Volga Basin (Cheremis: 
Mari), early 18th c. 

1042

1042
Garment of a ‘grand’ shaman, with metal 
and cloth pendants and fur inside. Made 
of deer hide (?), iron, bronze, cloth and 
leather. Object from the Eastern Baikal re-
gion (Tungus: Evenk), early 18th c. 
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1068

1068
Two objects for ritual purposes. Left: an 
eagle’s claw. Right: a bear’s claws. Objects 
from Siberia, early 18th c. 

242 • 243

1073

1073
Hunter in a kayak, a canoe made of seal 
or walrus skin stretched over a frame, 
which was used for hunting sea animals 
and fishing. Objects from Far North-
Eastern Siberia (Eskimos [Inuit] or 
Chukchi), early 18th c. 
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1079

1079
Man’s hat, made of a wolf’s scalp, sable 
and glutton fur. Object from Eastern 
Siberia (Yakut), early 18th c. 

1076

1076 1083
Two javelins tied together, made of wood Chemise. Object from Middle Volga 
and metal, and a spearhead made of bone, region (Chuvashes). First half of the 
stone and leather. Javelins from Japan (?), 18th c. 
early 18th century. Spearhead from Far 
North-Eastern Siberia (Eskimos [Inuit]) 
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1083

1088
Girl’s decoration. Object from Middle 
Volga region (Chuvash or Eastern Mari), 
first half of the 18th c.

1088
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By around 1730 the quality and size of the Kunstkamera’s collection 
of Chinese and Eastern objects had already attracted attention. This 
collection was, incidentally, not unique: several people from Peter the 
Great’s circle had also built up collections of their own. The most eye-
catching was that of Prince Alexander Menshikov, who had his own 
cabinet of curiosities, containing a Chinese collection, housed at the 
Great Palace and Picture House in Oranienbaum. This collection was 
enlarged during the period that the Grand Duke Petr Fedorovitch (the 
future tsar Peter iii) was living there, namely in the period 1745-61. 
Another important collector of Chinese objects was the Russian-born 
general, Jacob Bruce, who was of Scots descent. The latter owned 
probably one of the most important Chinese collections to be found in 
Russia in the early eighteenth century. Its size and quality were similar, 
some parts even better, than that of the Kunstkamera. About 150-170
objects of art and curiosities, including a rhinoceros horn, ancient 
Chinese bronze mirrors and Chinese books were listed among the pos-
sessions found after his death in 1735 on his Moscow estate in Glinki. 
In the years 1792 and 1736 respectively, these collections were added 
to the Kunstkamera. 

At the time, Oriental collections were characterised by their wide-
ranging fields of interest. The emphasis would focus on a specific area 
depending on the personal preference of their owner: the cabinets did 
not only contain exotic objects or works of art, but also antiquities, 
objects used in everyday life, for religion and beliefs, in science and 
crafts, and objects that were preserved because of the skilled way in 
which the natural materials used had been fashioned by man. These 
‘museums’ contained practically no luxurious objects, such as jewel-
lery, porcelain, silk, textiles, carpets, or wall-paper, which in the eight-
eenth century were used for the decoration of royal palaces and those 
of the nobility in St Petersburg and Moscow. 

Drawings of Chinese and Oriental objects constitute almost an 
eighth of the corpus of drawings, the Icones pictae rerum quae in 
Academiae thesauris insunt, known to exist at this moment. Nowa-
days, the largest parts of this collection are preserved in the Archives 
of the Academy of Science and the Hermitage.1 Many of the sheets 
have a number of objects drawn on them, sometimes as many as six-
teen at a time. Some objects are depicted twice, for instance they have 
been drawn shown from the front and the back. In total there are more 
than 600 objects depicted in the drawings. Some of the drawings show 
objects that derive from oriental countries other than China, e.g. 
Japan, India, or Iran.2 The extant drawings and the catalogue texts 
in the Musei Imperialis Petropolitani Vol. ii, pars prima from 1741
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1. The drawings used to be in three 
boxes labelled Iconum operum 
Chinensium and in two boxes 
labelled Iconum adparatus vesti-
arii. Nowadays the boxes and the 
drawings are to be found in the St 
Petersburg Archives of the Russian 
Academy of Sciences (hereafter 
referred to as spbaran). 

2. ‘Oriental objects’ are understood 
to be objects from Eastern coun-
tries, including the Near East (for 
instance Turkey and Iran), Central 
Asia, Mongolia, the Far East, India 
and South-east Asia. 



Petersburgers.indb  250 02-02-2005  13:58:47

3. mip Vol ii, pars prima, St Peters-
burg 1741, pp. 94 -152. On these 
pages descriptions are to be found 
of the Chinese and Eastern objects. 

4. Even if these objects have been 
preserved to the present day, they 
will be spread over various collec-
tions. 

5. The descriptions in the mip are not 
always accurate according to cur-
rent scientific thinking. Some ob-
jects were termed ‘Chinese 
imitations’or Chinoiserie. The 
term ‘Tartar’ when applied to 
‘Chinese and Tartar rarities’ is in 
fact a collective term describing all 
oriental ‘barbarian’ objects, rather 
than Mongolian and Tartar pro-
ductions proper. 

maria l. manshikova

(mip) make a reasonable case for the majority of these objects having 
been acquired shortly before they were depicted, that is in the second 
half of the seventeenth or early eighteenth century. 

Various groups can be distinguished based on the function of the 
objects and the materials used. The drawings depict objects made 
from the most widely divergent materials: carved jade and agalmato-
lite (soapstone), bronzes, painted ceramic or porcelain figurines, lac-
quered objects, and those made from wood, ivory and rhinoceros’ 
horn. Nephrite, especially valuable in China, was used in exquisite 
items for the scholar’s studio. Examples of this are: bowls for washing 
brushes, in the form of a half-peach decorated with twigs or lotus 
leaves, dragons and other symbolic animals, or ‘Chinese mountains’ 
brush-stands. The artists were able to convey the many hues of semi-
transparent nephrite. It must have been especially difficult to depict 
the white-toned nephrite, using grey watercolour or Indian- ink wash. 
At the time, nephrite was unknown in Europe, therefore in the mip it 
is referred to as ‘white alabaster’ or jade.3 Agalmatolite is designated 
as ‘Indian two-tone stone’. In St Petersburg in the eighteenth century, 
it used to be called ‘soft Chinese two-tone stone’ as well, which sug-
gests that this definition applies to soapstone, rather than nephrite, 
which is one of the hardest minerals. Such definitions were based on 
visual observation and not on the properties of the materials and can 
probably be explained by the low standard of mineralogical science 
and the lack of well-developed mineralogical terminology at the time. 

Soapstone was used mainly in the figurines of Buddhist’s and Tao-
ist’s or ‘local’ saints, desk decorations, such as brush-pots and brush-
stands, and wine vessels and cups. Judging by the drawings, the stone 
used was of a blood-red colour with violet and yellow coloured dots 
and veins running through it; some of the objects were decorated with 
engraving work and gilding. The artists conveyed the hues of the stone 
in watercolours, using yellow and gold paints for gilding. The bronzes 
are mostly representations of various deities (referred to as ‘idola’ in 
the mip catalogue), altar objects, archaic forms, boxes, and utensils 
for writing in Indian ink. These objects, which were widely used in 
China must have been regarded as objects of value. It should be noted 
that these objects, which are depicted in groups, such as altar objects 
or a set for a scholar’s studio, an incense-burner, a vase for incense 
sticks, and a powder box (cat.nos 1219-1222) could, in China, have 
actually been placed on the same wooden stand.4 Many of the draw-
ings also show ‘Chinese objects for home use’ and ‘Chinese clothes’, 

5as they are referred to in the mip.
How did Eastern and Chinese objects end up in the Kunstkamera 
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collection? After the Treaty of Nertsjinsk in 1689 and especially after 
1692, special trading caravans were sent to China.6 Their purpose was 
to bring back to Russia gold, silver, precious stones, silk, tea (which 
the state had a monopoly on), as well as rarities and curiosities. The 
last-mentioned articles included gowns, shoes, purses, ropes, pipes 
and incense-sticks. It was the tsar himself who wrote the lists of ob-
jects to be bought in China and other oriental countries. These lists 
also included objects used by those races that were ‘less well-known’ 
in Russia, and which were therefore of interest for the Kunstkamera 
collection, including interior decorations for palaces. In addition, pur-
chases were made by embassies sent to China, such as those headed by 
Elisar Ides Ysbrant (1692-95) or L. Izmailov (1719-21), as well as by 
Russian residents in China, e.g. Lorenz Lange.7 On the tsar’s orders, 
Oriental rarities were also purchased in Western Europe, like those 
from Albertus Seba’s collection (acquired in 1716). Peter the Great, 
incidentally, was not the only person to obtain Eastern objects in this 
way. In addition to general Jacob Bruce, mentioned already, and 
Prince Alexander Menshikov, there were other enthusiasts building 
up collections of Chinese and Eastern objects including Peter’s court 
physician Robert Areskine, Andrej Winius and Heinrich Ostermann. 
Furthermore, they could buy objects for themselves from auctions in 
St Petersburg. In the eighteenth century it was common practice that 
objects brought from China, which were not used to furnish the royal 
palaces, be sold at auction.8

The way in which antique objects were obtained does not fit in 
with the outline just sketched above. These were either discovered 
by chance or were dug up by ‘grave robbers’. In keeping with a regu-
lation stipulated by Peter the Great, archaeological finds from the en-
tire realm had to be taken to the Kunstkamera, where they formed the 
earliest and the most important archaeological museum collection in 
Russia. The Chinese group included a number of bronze mirrors dated 
to between 3rd century b.c. and 12th century a.d. (cat.no. 1227-
1242) The provenance of many of these is unknown, but it is plausible 
that some were brought back by expeditions, like that headed by the 
German doctor Daniel Gottlieb Messerschmidt, who was commis-
sioned from 1720 to 1727 by Peter the Great to travel through large 
areas of Siberia. His name appears in some drawings in our corpus. 
His collection was given to the museum in 1727. Other objects could 
have arrived at the museum due to the efforts of the German historian 
Gerhard Friedrich Müller, a member of the Academy of Sciences in 
St Petersburg. From 1733 he was part of the second Kamchatka expe-
dition and he returned to St Petersburg in 1743. 

250 • 251

6. In the Treaty of Nertsjinsk both 
countries agreed to the way the 
borders between them would run. 
For many years the Treaty deter-
mined the trade, cultural and dip-
lomatic relations between China 
and Russia. 

7. Lorenz Lange (ca. 1690-1749) 
stayed in Peking as a trade envoy 
from 1719-1721. He was in charge 
of the Russian trade caravans. 

8. Skachkov 1977. 
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9. Skachkov 1977. 
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It is known that the Chinese and Eastern collections in the Kunst-
kamera attracted attention very soon after the museum was opened. 
The museum appealed to both the residents of St Petersburg and visi-
tors to the capital. We know, for instance, that Empress Anne Ioan-
novna, who took a great pride in the museum, showed the Chinese 
collection to the first Chinese embassy which came to St Petersburg on 
8 July (Old Style) 1732. This party visited both the Kunstkamera and 
the Library. The Academy of Sciences published a poster inscribed by 
the members of the embassy in Chinese and Manchu, with an accom-
panying Russian translation.9

Due to the fact that several drawings depicting Chinese and Eastern 
objects from the Kunstkamera are signed, either with the artists’ 
names or initials, we know which artist worked on which part of 
the corpus. The artists responsible for depicting Chinese rarities were 
Mikhail Makhaev, Andrey Polyakov, Efim Terentyev, Grigory 
Abumov, Grigory Kachalov and Yakov Nechaev. The artists mainly 
used watercolours, rendering faithfully not only the objects they were 
depicting, but also their shadows, for which they used watercolour 
(or Indian ink?) wash. To convey the material, volume and light-and-
shade, they used the colour white, added glue, and sometimes gold 
and silver. In some of these drawings preliminary pencil sketches and 
grids are still visible. 

Yakov Nechaev’s drawings stand out due to the high quality of 
his work, faithfully rendering the objects’ distinctive features. Interest-
ingly, many of the characters (that is to say Chinese characters) in the 
drawings are recognisable. Nechaev has reproduced characters as well 
as the different handwriting used for one and the same character. How 
was this artist able to do this so naturally? After 1727, Russian stu-
dents of Chinese began to be sent to the Orthodox mission in China, 
established in 1715. Later on, some of them worked at the Academy 
of Science in St Petersburg. Besides these advantages, in 1737-38 a 
Chinese (?) man called Zhu Ge (Feodor Joga) was teaching Chinese 
and Manchu in St Petersburg. In the 1730s, during the reign of Anna 
Ioannovna, the Printing House of the Academy of Sciences had char-
acter fonts. Therefore, had he wanted to, it would not have been im-
possible for Nechaev to study calligraphy, although we have no infor-
mation on that score. His skill shows in his accurate rendering of 
numerous small gold characters scattered over two blue-silk gowns, as 
well as the inscriptions on the silk-framed patterned landscape scrolls, 
or the books of poetry. He is also responsible for the depictions of 
small table screens of carved ivory with inscriptions ( cat.nos 1259-
1260) and for the precise drawings of the bronze mirrors with many 
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characters or ornaments (cat. nos. 1228-1230, 1233-1235, 1237 ), 
which can be identified on the basis of these details. Larger mirrors 
were depicted on large, uncut sheets of paper drawn to their true scale. 
Due to the mastery of their execution, many of the unsigned works 
may be ascribed to Nechaev’s hand. Among these are probably four 
Taoist Chinese deities (cat. nos. 1175-1178) on pedestal thrones made 
either of bronze or wood, then lacquered and gilded. The details have 
been conveyed using bright watercolours and gold. As the paper was 
not big enough to represent the true size of the figures, small pieces of 
paper have been glued on to the top of the larger sheets. 

Mikhail Makhaev’s drawings are definitely of the ‘classroom’ type. 
In his earliest works, he was not able to render certain Chinese details 
and therefore repeated one and the same subject, e.g. small figures of 
boys, crawling, standing or sitting, or he depicted the object from sev-
eral angles. (cat.nos 1121-1122, 1155, 1157) But after two months’ 
practice he had a more confident hand.10

Grigory Abumov’s drawings show only those objects which are 
simple in form, e.g. incense sticks, knives, purses, and ribbons. 

It is interesting that some of the drawings mix both Chinese pieces 
and other, not necessarily oriental, objects, cf. cat.no. 1124, which has 
three Chinese items and a drawing of a naked, hairy man wearing a 
hat, probably a wood-goblin. The same objects are shown in other 
drawings in the collection, viz. in cat. nos. 1123 and 1125 (Chinese), 
while the figure that has remained unidentified is shown in drawing 
cat.no. 668, signed by Frans Bernz. The explanation for these repeti-
tions of drawings of objects may be that they were sketches, or im-
provements on unsuccessful drawings done at an earlier stage. Since 
paper was expensive, artists used the blank spaces on sheets of paper 
for their sketches. Therefore some of the sheets contain sketches and 
‘rejects’ side by side with finished drawings made for the catalogue. 

On the basis of the study of the drawings, in combination with ar-
chival records concerning the history of the museum and the artists’ 
biographies, it would not be wrong to say that the objects under re-
view were drawn between 1736-1739. Some of the sheets bear more 
precise information – the month and exact date on which the drawing 
was executed. No drawings are datable to an earlier or later time, and 
those left undated are similar in style and colouring to the dated ones. 
These dates clarify some aspects of the history of the Kunstkamera. 
The earliest date found is June 1736, when Makhaev began to depict 
the ‘crawling boys’, derived originally from Albertus Seba’s collection, 
which had been preserved in the Kunstkamera since 1716. Bruce’s, 
collection, added to the museum by imperial order in 1735-1736, was 
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10. Many of the figurines have been 
preserved in the Kunstkamera, 
twenty-four of these being from 
the Albertus Seba collection. 
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11. Also belonging to this group are 
those that were preserved in the 
care of P.I. Moshkov’s, court stew-
ard to the tsar. These were mainly 
Chinese objects made of precious 
materials. Moshkov was also re-
sponsible for the ‘Salt office’. 

12. spbaran, f. 3, op. 1, no. 808
[Elachich archive, 808a]: ‘Cata-
logue given to doctor Elachich 
going to Peking with a convoy with 
the object of purchasing similar 
objects’. 

13. One of the mirrors with Chinese 
inscriptions is illustrated in 
Nicolaes Witsen, Noord en Oost 
Tartarye, Amsterdam 1692. This 
book by Witsen was dedicated to 
Peter I (information kindly sup-
plied by Jozien Driessen). 

maria l. manshikova

also to be drawn. Therefore, as early as the spring of 1736, the artists 
started working on his collection, and only after they had completed 
this task did they resume work on the objects acquired earlier, includ-
ing Peter the Great’s personal collection, which was transferred to the 
Kunstkamera a few years after his death.11

By the middle of the eighteenth century the value of the documen-
tation proved to be useful. As the result of a disastrous fire in the Kun-
stkamera in 1747 several Chinese objects went up in flames. In 1753
an inventory was drawn up of the Chinese objects that had been lost. 
Copies of the drawings concerned were added to it to serve as illustra-
tions. This inventory was given to the physician F.L. Elachich, to take 
to China to be used when purchasing items to replace those that had 
been lost.12 If this illustrated inventory is compared to the drawings it 
can be seen that the copies have been done on a smaller scale than the 
original drawings. The accompanying catalogue descriptions from the 
mip have been translated into Russian. This was the only way the 
drawings were put to practical, scholarly or archival use in eighteenth-
century Russia known to us so far. At the moment there is no knowl-
edge about the way these drawings were used in, for instance, cata-
logues or scientific publications.13

The significance of this collection of drawings cannot be overesti-
mated. The majority of the objects depicted is easily recognisable and 
can be identified with respect to date, place, and material. It should be 
noted that, if the dimensions of the object permitted, the artists con-
veyed all the details fairly accurately, as well as the object’s colour and 
size. Thus the drawings represent an important source of information, 
allowing us to deduce from them which objects had a place in the Rus-
sian collection. Drawings of scrolls (cat. nos. 1264-1266) and books 
of landscapes, as well as those of a scroll with a hunting scene (cat no. 
1267) and the ‘butterfly’ book with landscapes and poetry (cat. no. 
1263) show the earliest Russian acquisitions of Chinese painting. Five 
of the drawings in the Hermitage museum are after Chinese objects, 
four of these being clockwork toys (a boat, deities, and a European 
horseman). The fifth drawing shows a flask of cloisonné enamel, and 
this is the earliest identified example of Chinese cloisonné in a Euro-
pean collection. Not all the drawings are equally fail-safe. There were 
times when the scholars and the artists had insufficient knowledge 
about an object’s use, therefore some of these objects have been de-
picted upside-down. They were also confused at times about which 
part belonged to which, thus they depicted details on one object which 
really belonged to another. 



Petersburgers.indb  255 02-02-2005  13:58:49

Chinese and oriental objects 

In addition to this, the drawings can help to reconstruct the composi-
tion of the Kunstkamera’s Chinese collection prior to the 1740s. 
The majority of the drawings after Chinese objects have inscriptions 
in the lower left-hand corner, indicating the cabinet (scrinium), the 
place in the showcase and the number in the mip. The crossed through 
numbers indicate the place in the cupboard, the new numbers corre-
spond to the catalogue numbers in the mip.14 Some of the inscriptions 
indicate that the Chinese collections were kept in cabinets in the ‘bb
room’ on the second storey gallery, which looked out over the lower-
level ‘ll room’, where the birds and quadrupeds from the Kunst-
kamera collection were on show. Floor plans and fittings and fixtures 
in these rooms were included in the 1741 guide to the Kunstkamera 
and the Academy of Science. The illustrations in this guide give us an 
insight into the way in which the Chinese and Eastern collections were 
exhibited in the Kunstkamera period. This guide includes accurate 
floor plans and fittings and fixtures of rooms in the Kunstkamera 
drawn by, among others, Grigory Kachalov.15 By making use of 
archival records relating to the drawings and the extant objects they 
depict, it is possible to track the history of the collection and its forma-
tion, and identify the objects once belonging to Peter the Great or his 
contemporaries. The drawings help to establish which objects had 
been in the museum before the fire and were subsequently destroyed. 
They can also corroborate the scholars’ conclusions concerning the 
history of the Kunstkamera’s Chinese collections or help in the identi-
fication of the objects which nowadays belong to the Kunstkamera 
itself, or to other museums to which they have found their way after 
leaving the Kunstkamera. As a result of numerous collection transfers 
from museum to museum, which took place in the 18th-20th centu-
ries, objects may have been scattered over various collections. As the 
drawings are either accurate depictions of several objects shown on 
one and the same sheet, or several parts of one and the same object on 
a sheet, they may help us to reconstruct or even to restore the original 
appearance of these objects, either extant or lost, as well as providing 
further clarification of their dates. 
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14. Almost all of the drawings had 
paper labels in the lower left-hand 
corner, but only traces of these 
have been preserved. 

15. Palaty Sankt-Peterburgskoy 
Imperatorskoy Akademii nauk 
biblioteki i Kunstkamery 
[Chambers of the Library and the 
Kunstkammer of the St Petersburg 
Imperial Academy of Sciences], 
St Petersburg 1741/1744. 
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icones operum
chinensium
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1122

Twenty figures, in five horizontal rows, of 
boys crawling. Made of earthenware or 
stone, painted. Objects from China, late 
17th c. 

1122
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1187 1187
Bronze, gilded incense-burner with a 
removable lid in the shape of a boy on 
a qilin. The boy’s left hand is missing. 
Object from China, 17th c. 
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1124

1124
Four objects. Upper left: a round brown 
wooden box with a carved rosette on the 
lid. Object from China, 17th-early 18th c. 
Upper right: a carved bamboo brush rest 
in the shape of a mountain with a small 
animal, possibly a fox. Lower left: a bam-
boo cup with a carved flower. Objects 
from China, early 18th c. Lower right: a 
standing figure of a sylvan ghost (?) with a 
hairy body and a beard, wearing a hat. 
Non-Chinese. 

the paper museum of the academy of sciences in st petersburg

1142 1194

1142 1194
A group of statuettes on a horseshoe- Bronze altar-piece in the shape of a crane, 
shaped stand. The group comprises a on a stand. Its head is turned to the left. 
mule or donkey on the left; a seated god Object from China, 17th-early 18th c. 
(of cattle?) as a young man in an official’s 
yellow robe in the centre; and two women 
on the right, standing, dressed in yellow 
robes over wide trousers. In front of the 
god there is an incense-burner on a stand. 
Made of metal and possibly ceramic, 
painted. Objects from China, early 
18th c. 
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1213

1219

Icones operum chinensium 

Bronze vessel of the ‘gu’ type, drawn 
upside down. Object from China, 17th c. 
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relief ornament of birds flying with 
branches in the background, edged by a 
small rope-like rim. Lower right: vase 
shaped like a flat double gourd, decorated 
with a relief ornament depicting blossom 
and with a rope-like rim. Inside the vase 
are two sticks and a spatula for incense 
powder or ashes. Made of gilded silver (?) 
or copper (?). Objects from China, 17th c. 

1219
Set of three items for burning incense. 
Upper centre: incense-burner in the shape 
of a leaf-cup on three legs. The lid is per-
forated and crowned with a knob in the 
shape of a lion with a ball. The handles 
are shaped like a lotus stem and two flow-
er buds. The body is decorated with car-
touches with reliefs of flower ornaments. 
Lower left: box with a cover in the shape 
of an open fan. The lid is decorated with a 

1213



Petersburgers.indb  262 02-02-2005  13:59:10

the paper museum of the academy of sciences in st petersburg

1228 1245

1228 1243
Large round bronze mirror-amulet with a Musical stone made of slate on a cord, 
knob in the centre and a concave outer with a hammer below it. Objects from 
rim. It has four symmetrically arranged China, late 17th-early 18th c. 
cartouches with characters. Possibly 
gilded, spots of green patina. Object from 
China, Ming dynasty (1368-1644), 
16th-17th c. 
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1255

1255
Teapot cover made of pressed and painted 
leather. Object from Mongolia (?), early 
18th c. Dimensions: 22 x 20 cm. 

1260 1264

1260 1264
Carved ivory table screen on a stand with Scroll (with a painting?) and a box, de-
a depiction of a grasshopper on a branch picted upside down. Object from China, 
with thorns and chrysanthemums. The 17th c. 
frame is an openwork flower scroll and 
the stand has an ornament of carved flow-
er heads and scrolls. The side columns 
depict seated lions. Object from China, 
late 17th-early 18th c. 
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1281

1281
Flywhisk made of horse hair, with a bam-
boo handle. Object from China, early 
18th c. 

1270

1270
Fan in the shape of a leaf. The fan depicts 
a lady on the left and on the right, a slave 
kneeling and a bird on a post. The handle 
is decorated with flower scrolls. Possibly 
this object was used as a face fire screen. 
Object from Russia or Western Europe, 
chinoiserie, 18th c. 
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1298

1298
Two fire sticks and two bundles of fire 
sticks. Objects from China. 

1309 1315

1309 1315
A decorated box for sweets, with a lid. A Iron double axe with gilding. 
peony bush with flowers and a pair of 
flying kingfishers are depicted in the cen-
tre. There are five cartouches with drag-
ons, lions and a dragon horse on the sides. 
Made of black and coloured painted 
lacquerware, the diaper ornament is in-
laid with mother-of-pearl. Object from 
China, c. 1700. 
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1327

Statuette of a lion with a long tail. Made 
of gnarled wood. Object from China, 
17th-early 18th c. 

1327
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1331

1331

1332
Tree root, possibly the base for a figure of 
an immortal. Object from China, 17th c. 

Robe seen from the left side made of blue 
silk with white silk lining, with splits at 
the side and the back. It is decorated all 
over with small gold characters and a 
large stylized shou character in the middle 
of the back. Object from China, 17th c. 

1332
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ancient coins

Oleg Ya. Neverov 
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Nowadays the drawings of antique coins and medals are a sizeable 
part of the ‘paper museum’. Six hundred and ninety-eight sheets have 
been preserved with representations of more than 7,000 items. The 
sheets are in five original, leather-bound gold-stamped boxes inscribed 
Icones nummorum, which were acquired by the Hermitage in Septem-
ber 1894. 1 The drawings are neither signed nor dated. It is unknown 
whether they were all done by the same artist, but after having taken 
part in the Orenburg expedition in 1745, Ivan Shereshperov was re-
ported to have been appointed to the position of ‘draughtsman of 
medals under Councillor Schlatter’.2

The sheets all have the same dimensions (453 x 287 mm). Some 
coins are depicted on their own, on a large sheet of paper all to them-
selves, others sharing a sheet with twenty or more drawings. Black, 
green and yellow watercolours have been used to render silver, copper, 
and gold respectively. In the text of Musei Imperialis Petropolitani 
Vol. ii signs of the zodiac are also used to indicate the material used: 
the solar sign  for gold, Venus  for copper, while silver has no desig-
nation because the majority of the items are made of this material.3

The Kunstkamera collection of coins was not the only numismatic col-
lection to be found in Russia in the first half of the eighteenth century. 
Peter the Great had his own small collection of Roman and Greek 
coins given to him by rear admiral I. F. Botsis. In St Petersburg, the 
coin collectors were the botanist Johann Christian Buxbaum, the 
astronomist Joseph Nicolas Delisle, the historian Gottlieb Siegfried 
Bayer, and Count Jakob Bruce. Also well-known were Prince Dmitry 
M. Golitsyn’s, Count Heinrich Ostermann’s, and Commissar 
P. Krekshin’s numismatic cabinets.4 Later on, some of these collec-
tions were acquired by the Kunstkamera. 

The core of the numismatic division of the Imperial Museum of 
the Academy of Sciences was Johann Lüders’ collection, purchased 
in 1721 in Hamburg by Johann Daniel Schumacher, librarian to the 
Tsar. More precisely, he bought up the major part of the collection 
comprising gold and silver coins that had been pawned. In 1738, 
under Anna Ioannovna the missing bronze coins were added to it. 
Lüders’ cabinet cost 5,000 thalers, which was not expensive. Accord-
ing to Schumacher, ‘Christina of Sweden had offered 80,000 efimki 
for it, for indeed, the cabinet was among the most glorious in Ger-
many’.5 Part of the collection had already been described in a seven-
teenth-century publication.6

By the time Musei Imperialis Petropolitani (mip) Vol. ii was 
published, in 1745, the Kunstkamera collection of ancient coins had 
grown to over 7,000 items. Starting in the sixteenth century, numis-
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1. See Galina Printseva elsewhere in 
this publication on the fortunes of 
these boxes. 

2. Materialy 1885-1900, vol. vii, 
pp. 285, 685. 

3. mip Vol. ii, pars prima, St Peters-
burg 1745, p. 215 ‘Notandum’. 

4. Neverov 1977, p. 43f. 
5. Pekarsky 1862, vol. i, p. 533. 

Seeing as 1 efimki is in principle 
equal to 1 thaler, Christina must 
have bid 16times as much (with 
thanks to Paul Beliën for this 
information). Did Schumacher tell 
this story to emphasize just how 
much the Russian tsar was pre-
ferred as buyer? 

6. Claude Chifflet and Rudolfo 
Capello, De antique nummo et 
praecipue romano liber posthu-
mus, continens cheiragogiam 
accuratissimam ….tertia ed. … 
auctus ea fini ut … Nummophy-
lacium illud luederianum hambur-
gense … Claude Chifflet prodit, 
accurante Rudolfo Capello, 
Hamburg 1678-1679. This 
catalogue from the Lüders’ 
collection went with the collection 
to St Petersburg (Neverov 2001, 
p. 76). Part of the manuscript 
catalogue of the collection, made 
by M. Vogel, is preserved at the 
Hermitage and the Archives of the 
Academy of Sciences (St Petersburg 
Archives of the Russian Academy 
of Sciences (spbaran), f. iii, op. 4, 
nos. 144-148; Library of the 
Academy of Sciences, collection of 
foreign manuscripts, nos. 293-
295). Materialy 1885-1900, vol. 
vii, pp. 285, 605. 
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matics of Classical Antiquity had gradually become a well-developed 
branch of scholarship in western Europe, therefore St Petersburg 
numismatists could adopt the established classification of ancient 
coins. The basis of this classification was works like De re numaria 
antiqua by the Dutch engraver Hubert Goltzius (1526-1583), Numis-
mata imperatorum Romanorum praestantiora by the French scholar 
Jean Vaillante (1632-1706) or Thesaurus Brandenburgicus selectus by 
the antiquarian Lorenz Beger (1653-1705). The section of mip Vol. ii
devoted to ancient coins presents a systematic arrangement of the 
pieces, starting with ‘ancient gold, silver and copper coins of Roman 
families’ (Familiae Romanae). ‘Roman families’ were the magistrates 
who were empowered to stamp the coins with their names and respec-
tive emblems. They were elected for the office, called the monetary 
triumvir, from among the noblest families in the Republic. The figures 
in the mip description designate the size (magnitudo) of the piece; 
letter A designates the reverse of the coin, after which follows a de-
scription of what is depicted. 

As indicated above, a sizeable collection of drawings depicting 
these coins and medals has been preserved: six hundred and ninety-
eight sheets with representations of over 7,000 coins and medals. 

Sheet 1 (cat. no. 1336) shows the oldest Roman coins, asses (Lat. 
sg. as). Then follow the Roman families arranged alphabetically, from 
Aburia (Rubria in the text) to Volteia (cat. nos. 1337-1466). 

After a few miscellaneous coins, the following section shows coins 
of the Roman emperors (arranged chronologically) from Julius Ceasar 
to John Comnenus (cat. nos. 1471-1884). Beside Heraclius’s gold 
coin, there is a sixteenth century imitation of a medallion of this Byz-
antine emperor by Giovanni Cavino (?)7

Next are coins of kings and outstanding individuals (also arranged 
alphabetically); however, many of these are products of the imagina-
tion, e.g. coins showing Alcibiades, Aristotle, Dido, Helena, Ovid, 
Virgil, and Sappho (cat. nos. 1888-1944). 

The last section (cat. nos. 1945-1995) is devoted to coins dedicated 
to ancient cities and peoples, where beside the real coins of Greek and 
Italian cities and colonies, one can see, for example, the so called 
‘Spinthrian token’ allegedly from Lesbos (cat. no. 1969). 

Depictions of fourteen contemporary medallions with portraits of 
Roman emperors have erroneously been placed next to the depictions 
of ancient coins. Two of these are signed, ‘drawn by Andrey Polyakov 
on the sixth day of September 1736’. Although the depictions make no 
mention of the emperors’ names, Caracalla and his brother Geta are 
easily recognisable. The drawings must be from the seventeenth and 
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eighteenth century medallion series showing Tiberius, Nero, Vitellius, 
Galba, Antoninus Pius, Marcus Aurelius, Lucius Verus Pescenius 
Niger (twice), Didius Julianus, Septimius Severus (twice), Helvius 
Pertinax, Caracalla, and Geta. Such medallions were kept in the O 
room of the Academy building, devoted to ‘Works of art, statues, and 
wax, copper, and cast iron low-reliefs’.8

Studies and publications on the coins in the Kunstkamera’s coin 
collection have been carried out by both academics and collectors 
from St Petersburg. The Master of the Ordnance, General Jacob 
Bruce, for example, was studying Bactrian coins and his paper was 
presented at a session of the Academy of Sciences by the historian 
Gottlieb Siegfried Bayer, ‘academician of Greek and Roman antiqui-
ties’.9 According to I.G. Spasskiy, this ‘Memoir on Bactrian Coins’ 
was the first numismatic work in Russia.10 It was only after Bruce’s 
death that an outstanding coin of King Eucratides (200-150 b.c.) 
was written about.11 Bayer also published studies on over thirty coins 
from Johann Christian Buxbaum’s collection,12 among them the coins 
of Edessa and Antioch which Buxbaum himself discovered in Asia 
Minor. Those bearing depictions of Alexander, Lysimachus, Seleucus, 
Antiochus, Ptolemy i, Philip v, Mithridates v, and other Hellenistic 
kings make up entire series of portraits. 

The drawings which have come down to us in the five boxes were 
probably made to be engraved as illustrations in the publications men-
tioned above. It should be noted that the Kunstkamera’s archaeologi-
cal and numismatic collections rivalled, and in some respects even sur-
passed, similar collections in western Europe, which was confirmed by 
those who visited St Petersburg in the 1720s, e.g. Friedrich Christian 
Weber, Friedrich Wilhelm von Bergholtz, or Henning Friedrich 
Bassevich. According to them, in archaeology and numismatics the 
Kunstkamera was ‘equal to, or even ahead of, all other museums’.13
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8. mipVol. ii, pars prima, St Peters-
burg 1745, p. 77, nos. 72-83. As 
yet, we have not included the 
drawings concerned in our corpus. 
According to N.V. Kalyazina, such 
depictions could have been used as 
models for the interior decoration 
of the Kunstkamera (Kalyazina 
1998, pp. 62, 69). 

9. Materialy 1885-1900, vol. i, 
p. 495. 

10. Spasskiy 1977, p. 61. 
11. T.S. Bayerus, Historia Regni 

Graecorum Bactriani, St Peters-
burg 1738, p. 99, tab. I. 

12. T.S. Bayerus, Opuscula ad 
historiam antiquam […] et rem 
numariam spectantia, Halle 1770, 
passim. 

13. Fanderbeck 1842, pp. 1, 22. 
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Nine Roman Republican coins and three 
empty fields. 

1336

1336
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1471 1758

1471 1758
Coin of the Emperor Julius Caesar Fourteen coins of the Emperor Postumus 
(Roman Empire). (Roman Empire) and four empty fields. 
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1888

1888 1950
Fifteen coins of Alexander the Great and Four coins of the city of Athens (Attica).
three empty fields.
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Medals 

The library of the Numismatic Cabinet of the Hermitage keeps 26
odd sheets with drawings of medals dating from the time of Peter the 
Great. The drawings are closely related to the catalogue of the Kunst-
kamera, Musei Imperialis Petropolitani Vol. ii, more particularly, the 
Russian section of the third part (published 1745), containing modern 
numismatic material. In this section of the mip a total of 66 medals is 
listed, in general in the chronological order of the events they repre-
sent.1

Each of the 26 sheets depicts the obverse and reverse of a medal 
and is numbered in the lower right corner. The drawings are all done 
in Indian ink and then brushed to create a low-relief effect. Compari-
son of the depictions and respective descriptions in the mip shows that 
the drawings of the first four medals are missing. The first drawing in 
our collection is numbered ‘5’ (see concordance table on p. 286). This 
sheet shows the obverse and reverse of a medal commemorating the 
capture of Schlüsselburg by Russian troops in 1702. The medal seems 
to belong to the series covering events from the Northern War which 
Peter the Great had ordered from the German medallist Philipp 
Heinrich Müller (1654-1719).2 The drawing of the obverse of the 
medal, however, is signed ok, which suggests that this side was made 
with a die engraved not by Müller but by Osip Kalashnikov, who 
worked at the Moskow Mint from 1718 to the 1740’s.3 Though this is 
the only medal listed under no. 5 in the mip catalogue, there is another 
drawing numbered ‘5’, which depicts a different Schlüsselburg medal 
made by Fedor Aleksejev. The following sheet (no. 6) shows a medal 
commemorating the capture of Nyenschanz. The drawing corre-
sponds with medal no. 6 in de mip catalogue. 

Then there is a large gap until the drawing of the medal com-
memorating the capture of Vyborg in 1710. The medal was made by 
Müller and belongs to the same series as the medals mentioned above. 
The sheet is numbered ‘24’ in the lower right corner and ‘26’ under 
the depiction (this coincides with the number in the mip catalogue). 

Because the depictions on the obverse of some of the Müller 1710
series are the same, they are not repeated. Instead the drawings have 
empty circles with a Latin or German annotation in them, referring to 
an earlier item which had already been drawn. For instance on sheets 
nos. 26 and 28 ‘Vide Narva’ is a reference to the depiction of the ob-
verse of the medal commemorating the capture of Narva (mip cata-
logue no. 13). The circle of the obverse of the medal drawn on sheet 
no. 36, corresponding to mip cat. no. 38 (the battle of Pelkina river) 
has ‘Vide S. 5 M.O. oder Erbauung der Stadt St.Petersburg’ (this is a 
reference to the missing drawing of the medal commemorating the 
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1. Musei Imperialis Petropolitani 
Vol. ii, pars tertia, St Petersburg 
1745, pp. 33-48. 

2. See Exh. cat. Amsterdam 1996, 
p. 187. 

3. Shuchukina 1994, p. 32. 
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foundation of St Petersburg, corresponding to mip cat. no. 7). 
That the numbers on almost all of the drawings do not coincide 

with the respective descriptions in the mip catalogue (see concordance 
table below) does not negate the close relation between the series of 
drawings and the series of medals that were kept in the Kunstkamera 
at that time. The close relationship is confirmed by, among other 
things, the order in which the drawings are arranged, which faithfully 
reproduces an ‘error’ in the order of the mip catalogue. For instance in 
the case of mip cat. no. 44 ( = drawing no. 42, the medal commemo-
rating the meeting of Peter the Great and August ii of Poland in Birzi, 
in 1701), both the drawing and the medal have been mistakenly 
placed between the medals commemorating Peter commanding four 
fleets at Bornholm (1716) and his visit to Paris (1717). This mistake 
was probably made because the medal in question is not dated. After 
1717 the discrepancies between the numbers on the drawings and the 
mip catalogue numbers for the accompanying medals become more 
numerous, because only one or two of the several existing medals 
commemorating the same event was selected for reproduction. For 
example, of the five medals commemorating the Nystad peace treaty 
of 1721 listed in the mip catalogue as cat. nos. 53-57, we have only 
two drawings (nos. 48 and 49). 

None of the 26 sheets is signed and there is no alternative way of 
ascribing the drawings to specific artists. However, the present series 
gives a good idea of the draughtsmen’s skill. Typical of all the draw-
ings is their precision in the reproduction of details and inscriptions. 
On the basis of the manner of execution, the drawings can be divided 
into four groups. 

The first group includes the two sheets marked ‘5’. The drawings 
of both the Schlüsselburg medals are characterized by well-defined 
brush strokes, accentuated contours and dark solid backgrounds. 
The missing drawings nos. 1-4 were possibly done by the same 
draughtsman. 

The drawings of the second group show slight traces of brush-
delineated shades conveying the thickness of the medals depicted. 
This group includes drawing nos. 24, 26 and 28, of medals com-
memorating the events of 1710: the capture of Vyborg, Riga and 
Dinamunde. The same draughtsman may have produced drawing 
nos. 25 and 27 that have not survived. 

The third group comprises sheets with drawings in a style close 
to that of the antique medals of the Kunstkamera, focusing on details 
delicately delineated in brush. The drawings of this set reproduce the 
medals of the Müller series (nos. 31, 32, 33, 35, 36, and 37). The 
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group also includes the large gold Gangut medal (no. 39) and the 
medal commemorating the meeting of Peter the Great and August ii
in Birzi (no. 42) None of the drawings belonging to this group show 
the medal obverses, with the exception of the drawing of the medal 
commemorating the meeting in Birzi. Latin-German inscriptions on 
the empty obverses suggest that the draughtsman was German. 

The drawings of the fourth group are the most professionally ex-
ecuted. This set demonstrates the highest quality of draughtsmanship 
in combination with a skilful brush modelling of volume. This applies 
to both medals marking the trial of Prince Alexey (nos. 45 and 46). 
It should be noted that in drawing no. 45 the artist corrected the de-
fects of the reverse die. The most truthful to details is drawing no.50, 
depicting the Cossack medal of 1723, with a wonderfully executed 
portrait of Peter the Great, including all the minute details of the Rus-
sian national emblem on the reverse, with the coats of the provinces 
on the eagle’s wings and the links of the chain of the order of St An-
drew. In contrast to this is the omission of the signature ‘ok’, which 
can be found on the obverse of the original medal. Other drawings 
belonging to this group are nos. 44 and 55. 

Further research may throw some light on whether indeed four 
different draughtsmen worked on this project and who they were. 

The purpose of the drawings is open to varying interpretations. 
Their close relationship with the mip catalogue would seem to suggest 
in the first instance that they were destined for use in an illustrated edi-
tion of the catalogue. There may also have been a plan for a separate 
publication, paying tribute to Peter the Great’s heroic deeds. Publica-
tions of this sort, which in actual fact had the same function as the 
series of medals themselves, and even served to strengthen the effect, 
were also made at other European courts. A shining example of this 
was the publication which first appeared in 1701 and was reprinted in 
1723 entitled Médailles sur les principaux événements du règne de 
Louis le Grand, avec des explications historiques, an impressive book 
printed in folio. In the second edition of 1723 the book contained the 
depictions of 318 medals, each accompanied by a text explaining 
what was represented, which might have been a battle scene, conquest 
of a city, peace treaty or diplomatic victory. Peter the Great took a per-
sonal interest in the propaganda opportunities provided by this type 
of illustrated publication, and had arranged for a copy to be ordered 
for him in Amsterdam.4 It is quite likely that sometime before or after 
his death the plan for a Russian equivalent was conceived. 
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4. See p. 37 in the present publica-
tion. 
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(1?) Drawing missing 

(2?) Drawing missing 
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64
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35
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concordance table

Subject , date, medallist 

Capture of Azov, 1696, J. Boskam 

Capture of Azov, 1696, F. Alexejev 

Peter’s first journey abroad, 1698, Chr. Wermuth 

1702, subject and medallist unknown 

Capture of Schlüsselburg [1702], Ph.H. Müller. Obverse signed ok

Capture of Schlüsselburg, Fedor Aleksejev 

Capture of Nyenschanz, Ph.H. Müller 

Foundation of St Petersburg [1703], Ph.H. Müller 

Capture of Narva, Ph.H. Müller 

Capture of Vyborg, 1710, Ph.H. Müller 

Capture of Reval, 1710, Ph.H. Müller 

Capture of Riga, 1710, Ph.H. Müller 

Capture of Riga 

Capture of Dinamunde, 1710, Ph.H. Müller 

Capture of Arensburg [1710], O. Kalashnikov 

Russian victories in the Northern War in 1710, Ph.H. Müller 

Capture of Livonia, Ph.H. Müller 

Landing in Aabo, 1713, Ph.H. Müller 

Battle of the Pelkina river, Ph.H. Müller 

Battle of Vasa, 1714, Ph.H. Müller 

‘Gangut medal’, 1714, unknown Russian medallist 

Peter commanding four fleets at Bornholm, 1716, A. Schultz 

Meeting Peter the Great and August ii in Birzi [1701] 

Visit to Paris, 1717, Du Vivier 

Trial Prince Alexey, 1717, O. Kalashnikov 

Trial Prince Alexey, 1718, O. Kalashnikov 

Sea battle of the Grönhamm, 1720, unknown Russian medallist 

Nystad peace treaty, 1721, unknown Russian medallist 

Nystad peace treaty, 1721, A. Schultz 

‘Cossack medal’, 1723, O. Kalashnikov 

Coronation Catherine I, 1724, O. Kalashnikov 

Coronation Catherine I, 1724, A. Schultz 

Death of Peter the Great, [1725, A. Schultz] 

Construction of Taganrog harbour, 1709, S. Gouin and H.Haupt 

Oval medal awarded to the participants of the Prut campaign, 1711
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Obverse and reverse of a medal in 
commemoration of the capture of 
Schlüsselburg in 1702. From the 
Northern War series by F.G. Müller, 
depicted in the upper third of the sheet. 
Obverse: bust portrait of Peter the Great, 
turned to the right, wearing armour, a 
laurel wreath and a cloak. Inscribed in the 
truncation of the arm: ok (the artist’s 

1996

initials); around the depiction: petrvs.
alexii. fil. d. g. rvss. imp. m. dvx 
moscoviae. Reverse: view of a fortress 
on an island in the middle of the river 
Neva, besieged by boats from the water 
and by artillery from the land, with a 
reclining Neptune figure in the fore-
ground holding a trident in his right hand 
and a key in his left. Inscribed above the 

depiction: nottebvrgvm nvnc 
schlvsselbvrgvm; below it, in three 
lines in the truncation: post annvm. xc.
ab hoste recvp. d.xii octob. s.v.
mdccii. 

1996
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1997

1997
Obverse and reverse of a medal in 
commemoration of the capture of 
Nyenschanz in 1703. From the Northern 
War series by F.G. Müller. Obverse: bust 
portrait of Peter the Great, turned to the 
right, wearing a laurel wreath, armour 
and a cloak fastened on the shoulder with 
an agraffe. Inscribed all around: petrvs.
alexii fil. d. g. rvss. imp. m. dvx 
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moscoviae. Reverse: map of the locality 
showing the river Neva and a fortress on 
the bank. Mars is standing in the fore-
ground right, holding a spear in his left 
hand and a key in his right. Inscribed on 
the banderole above: sic Magnis cedit 
ovid; in the middle: neba fl; in the trun-
cation below, in three lines: castrvm 
novvm capt. et destr. d. 14 mai. s v. 
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2017

2020

2017 2020
Obverse and reverse of a Cossack medal, r[uler] of greater russia). Reverse: Obverse and reverse of a medal in 
1723, by Osip Kalashnikov , depicted in the national emblem of Russia, a double- commemoration of the battle of 
the upper third of the sheet. Obverse: bust headed eagle with a sceptre and an orb. Grönhamm in 1720, by an unknown 
portrait of Peter the Great, turned to the Inscribed below it: 1723. Russian medallist, depicted in the upper 
right, wearing armour, a laurel wreath third of the sheet. Obverse: bust portrait 
and a cloak. Inscribed around the of Peter the Great in armour, with five 
depiction: ПЕТРЪ. А. БЖИЕЮ МЛОСТIЮ IМПЕР: ribbons on the shoulder plate, and 
IСАМОДЕР. ВСЕРОССИIСКIИ (peter wearing a laurel wreath and a cloak. 
a[lexeevich] with d[i]vine Inscribed around the depiction: БОЖIЕЮ 

ass[i]stance emper[or] and sole МIЛОСТIЮ ПЕТРЪ. ПЕРВЫЙ. ЦРЬ. IСАМОДЕРЖЕЦЪ 
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2013

2013
ВСЕРОСIИСКIИ (with divine assistance Obverse and reverse of a medal in 
peter the first cz[a]r and sole ruler commemoration of the trial of Prince 
of greater russia). Reverse: View of a Alexey in 1717. by Osip Kalashnikov; 
sea battle. Inscribed: ПРIЛЕЖАНIE И depicted on a sheet of paper of about a 
ХРАБРСТЬ ПРЕВОСХОДITЪ СIЛУ (diligence third of the size of a normal sheet. 
and courage exceed force; the letter o Obverse: bust portrait of Peter the Great, 
is missing in ХРАБРОСТЬ, courage); in the turned to the right, wearing armour, a 
truncation below, in two lines ПРИ laurel wreath and a cloak. Inscribed 
ГРЕIНГАМЕ. 1720 IУЛЯ 27 ДНЯ (near around the depiction: ПЕТРУСЪ ПЕРВЫЙ 

grönhamm, 1720, july 27). БОЖIЕЮ МIЛОСТЮ IМПЕРАТОРЪ. РОСIИСКIИ 
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(petrus the first with divine assis-
tance emperor of russia). Reverse: 
eagle, with three nestlings in a nest 
between two branches of a tree, looking 
at the sun; the left branch is bare, the right 
one is in blossom and has leaves. In-
scribed around the depiction:ДОБРОДЕТЕЛЬ 

ТВОРИТЪ БЛАГОДУШНА (a good- doer 
creates with ease); in the truncation, in 
two lines: anno. 1717. d. 20 dez 
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appendix i

Artists who have contributed to the Paper Museum 
Evgenya I. Gavrilova, Elena S. Stetskevich 

Abumov (or: Abakumov), Grigory Matveyevich (Moscow 1717-3 October 1745 
St Petersburg)

Draughtsman and engraver, son of the head man at the Mint. He was transferred 
to the Academy of Sciences from the Slavonic, Greek, and Latin Academy in 
1732. He studied drawing and engraving under Ottomar Elliger, and map-
making under Georg Johann Unverzagt. From 1733 to 1743 he was on the staff 
of the Engraving Chamber; later on he was transferred to the Type-Setting 
Workshop- and in 1744 to the Printing Workshop. 

Berckhan, Johann Christian (1709-1751 St Petersburg)
Draughtsman and painter. In 1733-1746 he took part in the Second Kamchatka 
expedition. In 1747, he was appointed as Kunstkamera artist responsible for de-
picting natural objects, replacing the deceased Maria Dorothea Gsell. Depicting 
clothes worn by Asian peoples was also one of his tasks. He remained active in the 
zoological collection of the Kunstkamera until his death. 

Bernz, Franz Andreas (Hamburg 1709-after 1760 St Petersburg)
Draughtsman and engraver. From 1727 he studied at the Academy Gymnasium. 
In 1728, as a pupil of the Engraving Chamber, he studied drawing and engraving 
under Ottomar Elliger; in the 1737 he became an apprentice (bachelor) of that 
Chamber. From the 1730s onwards he was a teacher of drawing at the Academy 
Gymnasium. On 1 July 1743 he was dismissed from the Academy of Sciences. 
In 1760 he taught drawing at the Engineer Cadet school. 

Bolotov, Nikita (1733-after 1752)
Draughtsman. Student of the Drawing Chamber. In 1754 he was active in the 
Kunstkamera, drawing the natural history collection and working as a museum 
assistant. 

Elliger, Ottomar (Amsterdam 1703?-1735 St Petersburg)
Engraver and draughtsman; son of the painter Ottomar Elliger (1666-1735). 
He worked in St Petersburg from the end of 1727, first at the Department of 
Gardening. From August 1728 to 1735 he was master of the Chamber of 
Engraving of the Academy of Sciences, responsible for the drawing classes 
(among his students were Abumov, Bernz, Kachalov, Sokolov). 

Ermolayev, Pyotr (prior to 1713-1778)
Draughtsman and lathe apprentice; son of a brick layer. From 1735 he studied 
at the Academy of Sciences under Andrey Konstantinovich Nartov. He studied 
drawing at the Chancellery of Construction under the architects Domenico 
Trezzini and Mikhail Zemtsov, and at the Drawing Chamber of the Academy 
of Sciences. After 1756 he worked at the Department of Geography. 

Grekov,Andrey Angileyevich (St. Petersburg 1711-1791 St Petersburg)
Draughtsman and watercolorist, son of a Greek shipmaster in Russian service, 
Ageleo Delilo. From 1727 to 1728 he studied under the painter Andrey 
Matveyev. From 1729 he studied at the Academy of Sciences under the painter 
Georg Gsell and the watercolorist Maria Dorothea Gsell. In 1732, he was 
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appointed curator and draughtsman of the Kunstkamera collections. Apprentice 
at the Academy in 1737. From 1743 he was responsible for ‘drawing activities’ at 
the Academy Gymnasium and taught there himself. From 1769 he was a teacher 
of drawing to Grand Duke Pavel Petrovich. In 1765 he was dismissed from the 
Academy. 

Kachalov, Grigory Anikiyevich (Novgorod District 1711 or 1712-24 October 1759 
St Petersburg)

Engraver and draughtsman; son of a staff officer. From 1728 he studied at the 
Academy Gymnasium. In 1731 he started studying drawing and engraving under 
Ottomar Elliger and Christian Albrecht Wortmann. He became an apprentice at 
the Academy of Sciences in 1737, master of ‘perspective engraving’ in 1750, and 
was head of the Chamber of Engraving from 1757 to 1759. 

Lürsenius (or: Lürzenius), Johann Wilhelm (Prussia 1704-1771)
Master of drawing at the Academy of Sciences. He started as a copyist and teach-
er of drawing at the Academy Gymnasium in 1728. From 1733 to 1743 he took 
part in the Second Kamchatka expedition; back in St Petersburg he depicted 
plants which Johann Georg Gmelin had collected in Siberia. From 1746 to 1749
he was drawing master at the wall-paper factory of Her Imperial Majesty’s 
Cabinet. From 1749 to 1754 master responsible for ‘drawing herbs and natural 
objects’ at the Kunstkamera. 

Mattarnovy, Phillipp Egorovich (St Petersburg 1714-18 January 1742 St Petersburg)
Engraver and draughtsman; son of a St Petersburg architect. 
After his father’s death (1719), he lived in the sculptor Konrad Osner’s family, 
then moved to the sculptor Christian Albrecht Wortmann’s family (from 1728), 
and finally lived with the sculptor Ottomar Elliger’s family (from 1732). 
Apprentice at the Academy of Sciences in 1737. Author of engraved portraits, 
frontispieces, and illustrations in publications of the Academy. 

Makhaev, Mikhail Ivanovich (Vereysk District of the Province of Moscow 1717-
1770 St Petersburg)

Draughtsman; son of a priest. He studied at the Admiralty Navy school in 1729. 
From 9 October 1731 he studied tool-making at the Academy of Sciences; from 
1735 map-making and type-setting under Georg Johann Unverzagt. During the 
same period he was a student of the painter Bartolommeo Tarsia and of Ottomar 
Elliger. Apprentice at the Academy in 1742, later becoming head of the ‘map-
making and type-setting department’ from 1743. In 1748-1751 he was involved 
in making perspectives under Giuseppe Valeriani. Map maker in 1765. Teacher 
of perspective drawing (1758-1766). 

Nartov, Stefan Andreyevich (after 1723 …. ?)
Son and pupil of Andrey Nartov. 

Nekrasov, Mikhail Yakovlevich (1712-1778)
Draughtsman. From 1734 to 1737 he studied drawing under J. Kassel; in 1737
he was transferred to the Academy of Sciences to study drawing under an appren-
tice (bachelor) Philipp Mattarnovi and to study painting under the master Georg 
Gsell. In 1741 he attended Johann Elias Grimmel’s classes at the Drawing 
Chamber of the Academy of Sciences. Certified apprentice in 1741. From 1741
to 1745, he took part in the Orenburg expedition. In 1745 he worked at the 
Academy of Sciences, later on at the Chancellery of Artillery and Fortifications. 

Nechaev,Yakov (? - after 1771)
Draughtsman. From 1735 to 1743, as pupil of the Academy of Sciences, he was 
drawing Kunstkamera objects; studied collection maintenance under Andrey 
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Grekov and attended the painter BartolommeoTarsia’s classes. In 1743 he 
studied painting under Johann Elias Grimmel. From 1743 to 1771 he served at 
the Heraldry Office. In 1771 he was a lieutenant and a master of drawing. 

Polyakov,Andrey Ilyich (Moskow 1712-8 May 1784 St Petersburg)
Engraver and draughtsman; son of a saddler of Polish extraction. He was sent 
from Moscow to the Academy of Sciences in 1733. He studied under Georg 
Johann Unverzagt at the Map-Making Chamber. He took part in creating en-
gravings for ‘the Chambers of the Academy of Sciences’ (1740). Apprentice in 
1742. Engraver of mathematical diagrams, maps, and letters. He worked at the 
Academy of Sciences until 1761. 

Rykov, Maxim Rodionovich (1730-after 1762)
Draughtsman of the Academy of Sciences; son of a soldier belonging to the 
Preobrazheensky regiment. He studied at the Academy Gymnasium (from 1738) 
and the Chamber of Drawing of the Academy of Sciences under Christian 
Albrecht Wortmann and Johann Elias Grimmel (from 1740). From 1748 he 
worked at the Kunstkamera, teaching the ‘depiction of various natural objects’. 
In 1752 he accompanied Stepan P. Krasheninnikov in his expedition to 
Ingermanland, where he depicted herbs. He was Grekov’s assistant in the draw-
ing classes at the Academy Gymnasium from 1752, and drawing apprentice of 
the Academy of Sciences from 1754. 

Shereshperov, Ivan (? -after 1746)
Draughtsman of the Academy of Sciences. From 1734 to 1748 he took part in the 
Orenburg expedition; from 1734 he studied drawing under J. Kassel; in 1737 he 
was transferred to the Academy of Sciences to study drawing under an appren-
tice, Mattarnovi, and to study painting under the master Georg Gsell. In 1740 he 
attended classes at the Chamber of Drawing of the Academy of Sciences. In 1742
he studied painting under Johann Elias Grimmel. In 1745 he was certified as an 
apprentice and shortly afterwards dismissed from the Academy of Sciences. 

Sokolov, Ivan Alexeyevich (Moscow 1717-4 February 1757 St Petersburg)
Portrait engraver and draughtsman; son of a deacon. Studied at the Academy 
Gymnasium from 1726. Studied engraving under Ottomar Elliger’s (from 1731). 
He also studied under Christian Albrecht Wortmann. He was head the Chamber 
of Engraving (from 1746) and Printing Chamber (from 1747). Founder of the 
Academy workshop of engraving. 

Terentyev, Ekim (St Petersburg 1723/1725-1762/1763 St Petersburg)
Draughtsman and engraver at the Academy of Sciences. 

Vinogradov, Efim Grigoryevich (St Petersburg 1725/1728-1769 St Petersburg)
Engraver. Son of a church warden. In 1739, he studied drawing and engraving 
under Phillipp. Mattarnovi and Christian Albrecht Wortmannn. In August 1740, 
he became an apprentice (bachelor) to the Chamber of Drawing, studying under 
the botanist Johann Georg Gmelin. In 1745 he was depicting Siberian plants for 
Gmelin. 
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Description of the titles of the boxes of the Paper Museum 

a. 

Descriptions of the titles of the boxes in which the drawings of the Paper Museum 
were stored.Musei Imperialis Petropolitani Vol.i-ii, Vol. ii, pars prima, St Petersburg 
1741, pp. 176-178. 

icones pictae rervm, quae in academiae thesavris insvnt

p.176
Nr.1. 2. Delineationes Architectonicæ, Aedium Academicarum et Technophilacii. 

Vol. i. ii.
3-5. Icones Figurarum anatomicarum. Vol. i-iii. 
6. Icones foetuum. Vol.iv. 

p.177
Nr. 7. Icones monstrorum. Vol. v. 
8. 9. Icones quadrupedum. Vol, i. ii.
10. 11. Icones auium. Vol. i. ii.
12. 13. Icones piscium. Vol. i. ii.
14. Icones Amphibiorum. Vol. i. 
15. [Icones] marinorum. Vol. i. 
16. [Icones] serpentum. Vol. i. 
17. [Icones] lacertorum. Vol. i. 
18. 19. Icones Insectorum. Vol. i. ii.
20-22. [Icones] plantarum singulari artificio, coloribus verus, magnitudine vt pluri-

mum naturali, in locis natalibus, Capite scil. Bonæ Spei, et variis Asiæ meridiona-
lis Regionibus, depictarum. Vol. i-iii.

23. Icones herbarum, arborum et fruticum, in Promontorio Bonæ Spei et variis Indiæ 
Orientalis regionibus crescentium, sedis incertæ. Vol. iv. 

24. 25. Icones Plantarum in Promontorio Bonæ Spei sponte prouenientium, minus 
artificiosarum, quarum maxima pars extat in Jacobi Petiuerii Gazophylacio 
Naturæ et artis Tab. 81-91, quædam et in C. Buxbaumii Centuriis, tertia præci-
pue. Vol. v. vi. 

26. Icones Plantarum ex iisdem locis, minus perfectarum, in quibus aut floris aut 
fructus figura desideratur. Vol. vii. 

p. 178
Nr. 27. Apographæ Icones Plantarum, in promontorio Bonæ Spei præcipue crescen-

tium. Vol. viii. 
28. Similium Sinico atramento delineatarum. Vol. ix. 
29. Apographæ Icones plantarum, quæ in centuriis Buxbaumii editæ sunt, cum qui-

busdam aliis figuris herbarum, orchidum, præsertim in dictis centuriis non extan-
tibus, quas in itinere Constantinopolitano delineari curauit. Vol. x. 
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30. Icones plantarum et radicum monstrosarum. Vol. xi. 
31. Icones miscellaneorum. Vol. xii. 
32. [Icones] mineralium. Vol. i.
33. 34. Icones lapidum. Vol. i. ii.
35. 36. [Icones] Instrumentorum Physicorum et Mathematicorum. Vol. i. ii.
37. 38. Icones operum artificiosorum. Vol. i. ii.
39. 40. [Icones] adparatus vestiarii. Vol. i. ii.
41-44. [Icones] operum Chinensium. Vol. i-iv. 
45-46. [Icones] rerum rariorum. Vol. i. ii.
47-49. [Icones] adparatus pretiosi. Vol. i-iii. 
50. Icones gemmarum. Vol. i. 
51-58. Icones nummorum. Vol. i-viii. 

b. 

Handwritten Latin list of the boxes reserved for the drawings of the Paper Museum 
of the Academy of Sciences in St. Petersburg. This list is part of the handwritten cata-
logue Musei Imperialis Vol. ii Pars Prima qua continentur Instrumenta, Tabulæ 
Pictæ, Res rariores, Opera Pretiosa et Gemmæ, author and date unknown. (Archives 
of the Russian Academy of Sciences (St Petersburg Branch), section iii, inventory 1, 
file 387, pp. 112-114) 

The text of this manuscript is almost the same as the text published in the mip. One 
important difference is that for twenty-seven of the fifty-eight boxes indications are 
given of the number of drawings stored in each specific box. The number of the box is 
in the front. After the bibliographical entry the number is given of the group of boxes 
to which the one concerned belongs with Vol.(umes) and a Roman numeral. The 
number of sheets is indicated as fol.(ia). This manuscript is a unique source for gain-
ing insight into the number of sheets that were kept in a specific box at the time when 
it was written (the total number amounts to 2353 drawings according to this manu-
script). It is assumed that the list was drawn up shortly before the printed catalogue 
appeared. 

The manuscript is to be published here for the first time by N.P. Kopaneva. 

p. 112 reverse
tabulae pictae

1. Iconum delineationum architectonicarum, Aedium Academicarum et 
Technophilacii. Vol. i.

2. [Iconum delineationum architectonicarum, Aedium Academicarum et 
Technophilacii.] Vol. ii. 

3. Figurarum anatomicarum. Vol. i. fol.68. 
4. [Figurarum anatomicarum] Vol. ii.fol.105. 
5. [Figurarum anatomicarum] Vol. iii. fol.120. 
6. Iconum foetuum. Vol. iv. fol. – 
7. Iconum monstrorum. Vol. v. fol. – 
8. Iconum quadrupedum. Vol. i. – 
9. [Iconum quadrupedum] Vol. ii. – 
10. Iconum auium. Vol. ii. – 
11. [Iconum auium] Vol. ii. – 
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12. Iconum piscium. Vol. i.
13. [Iconum piscium] Vol. ii.
14. Iconum Amphybiorum. Vol. i.
15. Iconum marinorum. Vol. i.
16. Iconum serpentum. Vol. i.
17. Iconum lacertorum. Vol. i.
18. Iconum Insectorum. Vol. i.
19. [Iconum Insectorum] Vol. ii.
20. Iconum plantarum singulari artificio coloribus veris, magnitudine ut plurimum 

naturali, in locis natalibus 

p.113
Capite scil. Bonæ Spei, et variis Asiæ meridionalis Regionibus, depictarum. Vol. i.

fol. 135. 
21. [Iconum plantarum singulari artificio coloribus veris, magnitudine ut plurimum 

naturali, in locis natalibus, Capite scil. Bonæ Spei, et variis Asiæ meridionalis 
Regionibus, depictarum] Vol. ii. fol.122. 

22. [Iconum plantarum singulari artificio coloribus veris, magnitudine ut plurimum 
naturali, in locis natalibus, Capite scil. Bonæ Spei, et variis Asiæ meridionalis 
Regionibus, depictarum] Vol. iii. fol.67. 

23. Iconum herbarum, arborum et fruticum, in promontorio Bonæ Spei et variis 
Indiæ Orientalis regionibus crescentium, sedis incertæ. Vol. iv. fol. 44. 

24. Iconum plantarum in Promontoriæ Bonæ Spei provenientium, minus artificio-
sarum, quarum maxima pars extat in Jacobi Petiverii Gazophylacio Naturæ et 
Artis, Tab.: 81-91, quædam et in C. Buxbaumii Centuriis, tertia præcipue. 
Vol. v. fol.181. 

25. [Iconum plantarum in Promontoriæ Bonæ Spei provenientium, minus artificiosa-
rum, quarum maxima pars extat in Jacobi Petiverii Gazophylacio Naturæ et 
Artis, Tab.: 81-91, quædam et in C. Buxbaumii Centuriis, tertia præcipue] 
Vol. vi. fol.137. 

26. Iconum plantarum ex eisdem locis minus perfectarum, in quibus aut floris aut 
fructus figura desideratur.Vol. vii. fol.116. 

27. Apographorum Iconum plantarum in Promontorio Bonæ Spei præcipue crescen-
tium. Vol. viii. fol. 43. 

28. Similium sinico atramento delineatarum. Vol. ix. fol.222. 
29. Apographorum Iconum Plantarum, quæ in centuriis Buxbaumii editæ sunt, cum 

quibusdam 

p. 113 reverse 
aliis figures herbarum orchidum, præsertim in dictis centuriis non extantibus, quas in 

itinere Constantinopolitano delineari curavit. Vol. x. fol. 72. 
30. Iconum plantarum et radicum monstrosarum. Vol. xi.
31. Iconum miscellaneorum. Vol. xii. fol. – 
32. Iconum mineralium. Vol. i. fol. – 
33. Iconum lapidum. Vol. i. fol. – 
34. [Iconum lapidum] Vol. ii. fol. – 
35. Iconum Instrumentorum et Mathematicorum. Vol. i. fol.76. 
36. [Iconum Instrumentorum et Mathematicorum] Vol. ii. fol. – 
37. Iconum operum artificiosorum. Vol. i.fol.58. 
38. [Iconum operum artificiosorum] Vol. 2. fol.39. 
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39. Iconum adparatus vestiarii. Vol. i. [fol.] 100
40. [Iconum adparatus vestiarii] Vol. ii. [fol.] 41
41. Iconum operum Chinensium. Vol. i. [fol.] 107
42. [Iconum operum Chinensium] Vol. ii. [fol.] 112
43. [Iconum operum Chinensium] Vol. iii. [fol.] 83. 
44. [Iconum operum Chinensium] Vol. iv. [fol.] 54. 

p. 114
45. Iconum rerum rariorum. Vol. i. fol.62. 
46. [Iconum rerum rariorum] Vol.ii. [fol.] 42. 
47. Iconum adparatus pretiosi. Vol. i. [fol.] 41
48. [Iconum adparatus pretiosi] Vol. ii. [fol.] 54. 
49. [Iconum adparatus pretiosi] Vol. iii. [fol.] 52. 
50. Iconum gemmarum. Vol. [i.] 
51. Iconum nummorum. Vol i. – 
52. [Iconum nummorum] Vol. ii. – 
53. [Iconum nummorum] Vol. iii. – 
54. [Iconum nummorum] Vol. iv. – 
55. [Iconum nummorum] Vol. v. – 
56. [Iconum nummorum] Vol. vi. – 
57. [Iconum nummorum] Vol. vii. – 
58. [Iconum nummorum] Vol. viii. – 
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appendix 3

Description of the nineteen still existing boxes of the Paper Museum 
By Natalya Kopaneva and Oleg Neverov 

The drawings of the Paper Museum were (and many of them are now) preserved in 
container-boxes, specially made for this purpose. The boxes were probably made in 
the late 1730s in the form of book covers, which look the same as other books of the 
period to be found in the Academy of Sciences in St Petersburg. 

In the description of the boxes of the ‘Paper Museum’ in the catalogue Musei 
Imperialis Petropolitani Vol. ii, pars prima, 1741, pp. 176-178 mention is made of 
58 boxes. Nowadays, the whereabouts of nineteen of these are known: thirteen are 
preserved in the Archives of the Russian Academy of Sciences, (St Petersburg Branch). 
They contain visual materials i.e. watercolours and drawings. Six boxes are in the 
State Hermitage, five of which contain depictions of the numismatic collections of the 
Kunstkamera. They are preserved in the Numismatics Department. One box, with 
drawings of rarities, is in the Department of the History of Russian Art. 

The boxes are made of hard cardboard bound in brown calf leather, with orna-
mented paper glued to the inside of the boxes. The boxes are 120 cm. high x 55cm. 
wide and 9,5 cm. deep. The front cover illustration and the back cover illustration of 
each box bear a stamped golden emblem (‘super-ex libris’) with a floral decoration in 
the middle (the emblem of the Academy of Sciences in St Petersburg) and a stamped, 
golden ornamental border around the edges. Some of the boxes have numbers in pen-
cil (possibly an indication of the number of drawings in the box), on the fly-leaf. 

The spine of the container-box is separated into nine sections by raised bands. 
The second section contains the title of the box, stamped in gold. The third section 
contains the volume number (the above mentioned list of 58 boxes in the mip cata-
logue describes 31 groups, consisting of one or more volumes). Section nine in some 
cases contains an unidentified number. The other sections are adorned with floral 
decorations. All the boxes have brass fastenings. 

Later on, labels were attached to the boxes preserved in the Hermitage and in the 
Archives, with inventory numbers of the drawings contained. 

Below, the inscriptions on the spine of each box are presented in the table, with the 
present-day inventory numbers of the boxes. The numbering in the first column and 
the indication of the present-day contents are ours; they are not indicated on the 
boxes. 
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no. Section two Section three Section nine Present-day inventory number Present-day contents 

1. inscription missing inscription missing xx no. 24 Archives of the Russian Academy of Sciences (St Miscellaneous drawings 
Petersburg branch), Divisionix. inventory 3. no. 
1-10. 

2. Iconum piscium inscription missing xx no. 25 Archives of the Russian Academy of Sciences 
(St Petersburg branch), Division ix. inventory 8. 

‘Paper Museum’ 

3. Iconum lacertorum Volum i xx no. 27 Archives of the Russian Academy of Sciences ‘Paper Museum’ 
(St Petersburg branch), Division ix. 
inventory 8, file 4. 626-704

4. Iconum avium Volum i xx no. 28 Archives of the Russian Academy of Sciences ‘Paper Museum’ 
(St Petersburg branch), Division ix. 
inventory 8. 86-94

5. Iconum Qvadrupe- Volum i xx no. 29 Archives of the Russian Academy of Sciences (St Watercolours by 
dum Petersburg branch), Division ix. Maria Sibylla Merian 

inventory 8. 174-256

6. Iconum rerum rari- inscription missing xx no. 31 Archives of the Russian Academy of Sciences ‘Paper Museum’ 
orum (St Petersburg branch), Division ix. 

inventory 8. 537-625

7. Iconum adparatus Volum ii xx no. 33 Archives of the Russian Academy of Sciences ‘Paper Museum’ 
vestiarii (St Petersburg branch), Division ix. 

inventory 8. 325-391

8. Icones adparatus Volum i inscription Department of the History of Russian Culture, ‘Paper Museum’ 
pretiosi missing State Hermitage 

9. Iconum adparatus Volum iii xx no. 33 Archives of the Russian Academy of Sciences ‘Paper Museum’ 
vestiarii (St Petersburg branch), Division ix. 

inventory 8. 451-536

10. Iconum operum Volum i inscription Archives of the Russian Academy of Sciences ‘Paper Museum’ 
chinensium missing (St Petersburg branch), Division ix. 

inventory 8. 257-324

11. Iconum operum Volum ii inscription Archives of the Russian Academy of Sciences ‘Paper Museum’ 
chinensium missing (St Petersburg branch), Division ix. 

inventory 8. 392-450

12. Iconum operum Volum vii inscription Archives of the Academy of Sciences Miscellaneous drawings 
chinensium missing (St Petersburg branch), inventory 3. no. 1-10

13. Iconum plantarum Volum vii inscription 
missing 

Archives of the Academy of Sciences 
(St Petersburg branch), no catalogue number 

Empty Box 

14. Iconum serpentum Volum i inscription Archives of the Academy of Sciences Miscellaneous drawings 
missing (St Petersburg branch), Division ix, 

inventory 3, no. 15-22. 

15. inscription missing inscription missing inscription 
missing 

Department of Numismatics, State Hermitage 
(411282) 

‘Paper Museum’ 

16. Icones nummorum Volum ii inscription 
missing 

Department of Numismatics, State Hermitage 
(411283) 

‘Paper Museum’ 

17. Icones nummorum Volum iii inscription 
missing 

Department of Numismatics, State Hermitage 
(411284) 

‘Paper Museum’ 

18. Icones nummorum Volum iv inscription 
missing 

Department of Numismatics, State Hermitage 
(411285) 

‘Paper Museum’ 

19. Icones nummorum Volum v inscription 
missing 

Department of Numismatics, State Hermitage 
(411286) 

‘Paper Museum’ 
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appendix 4

The Catalogue section: an explanation 
Natalya Kopaneva and Bert van de Roemer 

Despite the diversity of the objects depicted in the drawings, every effort has been 
made to make the entries as uniform as possible. They comprise the following: 

– catalogue number; 
– a description of the object; 
– the description of the object in the Musei Imperialis 

Petropolitani (mip) catalogue (1741-1745);
– name of the artist; 
– date of the drawing; 
– inscription(s) on the drawing; 
– material(s) used in the drawing; 
– measurements of the paper; 
– current location of the drawing and inventory number; 
– initials of the author; 
– additional information (optional). 

The drawings are categorized in nine sections, which are based on the 56 boxes 
named in the Musei Imperialis Petropolitani catalogue. To emphasize the 18th-cen-
tury function and scope of the ‘Paper Museum’, sections have also been included of 
which no drawings have been found, for example, the section on minerals and gems. 
Within each section, the order of the descriptions of the objects in the Musei 
Imperialis Petropolitani catalogue has been followed as far as possible. This gives a 
global indication of the arrangement of the collection in the museum at the time the 
catalogue was published. 

The catalogue number is followed by a modern description of the object depicted. 
This is generally a short, global description, sometimes with additional specific infor-
mation. The Latin names, for example, of the specimens depicted in the naturalia 
section are given when known. The descriptions of the artificialia are often followed 
by information about the country of origin and the dating of the object. As different 
specialists have written the entries and knowledge about the objects varies very 
much, the descriptions and amount of information differ greatly from entry to entry. 

The specialists’ descriptions are followed by the 18th-century description in Latin 
of the object taken from the Musei Imperialis Petropolitani. For a large number of 
drawings, the inscriptions have made it possible to determine the relevant citation 
from the 18th-century catalogue. In other cases, similarities between the text and 
illustration made this possible, with some degree of certainty. When a citation has 
been included that it not based on an inscription on the drawing, this is indicated by 
an asterisk (*) after the reference to the Musei Imperialis Petropolitani. A reference 
was not possible for a considerable number of the drawings. The entries for these 
drawings are included at the end of each section. 

The citations are exactly as given in the Musei Imperialis Petropolitani, including 
the old spelling (‘v’ instead of ‘u’) and any printing errors. On some occasions, an 
object depicted in a drawing is mentioned in the 18th-century catalogue as being one 
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of several others. In these cases the whole description (with all the other numbers) 
has been included. The following abbreviations are used: ‘Vol.’ for ‘Volume’; ‘p.’ for 
‘Pars’ and ‘p.’ for ‘page’. 

After this description, the name of the artist responsible for the drawing is given, 
when known, followed by the date of the drawing. These details are based on the 
inscription(s) on the sheet or on information provided by the author of the entry. 

Many of the drawings have inscriptions. These are also included in the entry and 
are given in anti-clockwise order, starting at the bottom left-hand corner. Inscriptions 
in Russian are immediately followed by a translation in brackets. Most of the inscrip-
tions are in East Indian ink. When another material has been used, pencil for exam-
ple, this is stated in brackets. Illegible inscriptions are represented by three dots (…). 
Inscriptions that have been crossed out have been transcribed in the same way. 

The materials used in the drawing and the measurements of the paper are then 
given. 

The entry concludes with the location and inventory number of the drawing and 
the initials of the author. 

Extra information such as the origin of an object from a particular collection is 
introduced by ‘n.b.’ at the end of the entry. Here references are also given by means of 
‘compare’ followed by the catalogue number(s), when an object is depicted in more 
than one drawing. 
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index

a
Abumov (Abakumov), Grigory Matveevich (1717-1745), draftsman and engraver 

184, 187, 203, 218, 238, 252-253
Actaeon (Greek Mythology) 148
Adolsky (Adolsky), Grigory, painter (active, late 17th-first half of the 18th cc. 58
Aeneas (Roman Mythology) 186
Alcibiades ( bc ca 450-404) Athenian general and politician 272
Aldrovandi, Ulisse (1522-1605), Italian biologist, medical doctor 21, 25-26
Alexander the Great (July 356 bc.– 13 May 323 bc), king of Macedonia (336-323

bc), a great military leader and statesman 278
Alexeev, Fedor, early 18th-c. Russian medallist and mechanic, in 1701-13 he was 

head of Moscow mint 79
Alexeeva, Marina Andreevna, art historian 42-43, 58, 60, 62, 64, 74, 100, 157, 

185, 187, 202-203
Alexey Mikhailovich (1629-76), Russian tsar (1645-1676) 79
Allart, (Hollart) Lüdwig Nicholas, general, military engineer 220
Amman, Johann (1707-1741), medical doctor and botanist, from 1733 professor of 

botany of the St Petersburg Academy of Sciences 29, 37, 154
Anastasius (ca.430-9/10.07.518), emperor of the Eastern Roman Empire, from 491

Anchises (Greek and Roman Mythology) 186
Andrew St 184, 285
Antonia Augusta, the Younger (36 bc-1 мая 37 ad), younger daughter of the Roman 

politician Marcus Antonius and Octavia the Younger, wife of Drusus the Elder 
Antoninus Pius (86 -161), Roman emperor, from 138 186, 273
Appleby, John H., historian of science 26-27, 31-32
Apraksin, Fedor Matveevich (1661-1728), Count, admiral-general 200, 220
Areskin (Erskine), Robert (Robert Karlovich) (1677-1718), Scottish medical doctor, 

Life-physician to Peter the Great, President of the Pharmacy Prikaz (Department) 
17, 25-27, 30-32, 201

Aristotle (bc 384-322) Greek philosopher 272
Ashmole, Elias (1617-1692), British antiquary, collectore, lawyer, historian, math-

ematician, philosopher, and astronomer, founder of theAshmolean Museum 
(Oford) 34-35

Avramov, Mikhail Petrovich (1681-1752), the first director of St Petersburg printing 
house in 1711-27 58

Aubriet, Claude, draftsman 157
Auer, Alfred, art historian 365
August ii (1670-1733), elector of Saxony (from 1672), king of Poland (1697-1706, 

1709-1733) Abraham, (the first patriarch; Gen.: 11-25) 219-220, 284, 285-286
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b
Balsiger, Barbara Jeanne, art historian 21, 31, 344
Barberini, Francesco da, cardinal 24
Bayer, Theofil Siegfried (1694-1738), historian, orientalist, from 1725 professor at 

the Department of Greek and Roman antiquities of the St Petersburg Academy of 
Sciences Bakmeister, Johann Wolrath (?- 1788), bibliographer and historian, 
from 1756 Assistant-Librarian of the St Petersburg Academy of Sciences 
88, 90, 271, 272

Beger, Lorenz (1653-1705), German jurist, bibliographer, and numismatist 43, 272
Belyutin, Eliy Mikhailovich, painter, art scholar 58-59
Bering, Vitus (1681-1741), Danish navigator, explorer of Arctic seas for Russia 

26, 134-135
Berckhan, Johann Christian (1709-1751), painter and draftsman 13, 26, 42, 70-71,

97, 102, 134-136
Bernini, Lorenzo (1598-1680), Italian architect and sculptor 199, 201, 210
Bernz, Franz Andreas (1709-after 1760), draftsman and engraver 66, 84, 253, 311
Bilfinnger (Bülfinnger), Georg-Bernhardt (1693-1750), physicist, mathematician and 

philosopher, professor of the St Petersburg Academy of Sciences from1725 88
Blühmentrost, Lavrenty Lavrentyevich (1692-1755), Life-Physician, President of the 

St Petersburg Academy of Sciences (1725-1733) 31, 59, 153, 155, 157
Boeseman, Marinus, art historian 27
Bogdanov A.P., historian 79
Bolotov, Nikota (1733- after 1752), draftsman 72-73, 135-136
Borovka, Grigory Iosifovich (1894-1941), archaeologist 110
Bosse, Abraham (1602-1676), engraver 33, 38
Botsis, Ivan Fedoseevich, Count, rear-admiral of the Russian rowing fleet, born in 

Dalmatia, served in Venice; from 1703, at the Russian service 220, 271
Breneva, Irina Vladimirovna (1946-1995), historian of science 62, 66
Bruce, Yakov Wilimovich (1670-1735), Russian statesman 26, 30, 169, 220, 249, 

251, 273
Bruker (Brucker), I.G., painter of the St Petersburg Academy of Sciences 117
Buchholz, tool maker 171
Buddha, title of Gautama Siddhartha, Indian philosopher, the founder of Buddhism 

(623-544 bc) 82, 183, 195
Burke, Peter, historian of culture 39
Buxbaum, Johann Christian (1693-1730), botanist and traveller, from 1721

5, 16-18, 28-30, 32, 37, 45, 60, 89-92, 153-158, 271, 273
Bytemeister, Heinrich Johann (1698-1746), author of in illustrated tool catalogue 

46
c

Caesar, Gaius Julius (102/100-44 bc), Roman statesman, political and military lead-
er, and author 277

Calceolari, Franc., collector 46
Capello, Rudolfo (Cappel R.,), author and publisher of the catalogue of Lüders’ 

numismatic collection (1678) 45, 271, 338
Caracalla, Septimius Bassianus (186-217), Roman emperor (from 211) 

201, 272-273
Caravaque, Louis (1684-1754), French artist 58, 186
Catherine i (1684-1727), empress of Russia (from 1725) 23, 43
Catherine ii (Catherine the Great, 1729-1796), empress of Russia (from 1762) 

16, 203
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Cesi, Federico (1585-1630), founder of the Italian scientific society, ‘Accademia dei 
Lincei’ 24

Cesi, Carlo (1626-1686), author of a manual for artists 69
Charles xii of Sweden (1682-1718), king of Sweden (1697) 200, 219, 227, 302
Chenakal, Valentin Lukich (1914-77), historian of science 110, 169
Cherkasov, Fedor, student of the Drawing Chamber of the St Petersburg Academy 

of Sciences 60-62
Chernikov, Aleander Mitrofanovich, archivist 108
Chevalier, Nicolas (1661-1748), Dutch publisher and book seller 17, 45
Chifflet, Claude, author and publisher of the catalogue of Lüders’ numismatic 

collection 45, 271
Christina, queen of Sweden in 1632-1654 271
Claudius ii, Marcus Aurelius (220-270), Roman emperor 268
Clermont, priest 38
Colbert, Jean Baptist (1619-1683), French statesman, founder of the French Acad-

emy of Inscriptions and Letters, Academy of Sciences, Royal Academy of Music, 
and Academy of Architecture; member of the French Academy (from 1667) 
30, 33, 38, 51, 358

Commelin, Jan (1629-1692), Dutch botanist 34
Copernicus, Nicolaus (1473-1543), astronomer 89
Cortona, Pietro Berrettini da (1596-1669), Italian Baroque artist, architect and 

decorator 24
Courtonne, Jean Baptiste, artist 48
Cracraft, James, historian 28, 39, 54, 58-59, 184
Cranach, Lukas, the Elder (1472-1553), German artist, draftsman, engraver 

21, 362
d

Danzig B.M., orientalist 17, 45, 81, 153-154, 157, 346
Dekker, Johann-Cornelis (Cornelius), artist of the St Petersburg Academy of Sciences 

viii 26, 42, 70
Delilot A. , see. Grekov 6, 37, 41, 60-61, 64, 66, 70, 102, 115-118, 130, 183, 201-

203, 218-219
Delisle de la Croière, Louis (1690-1741), astronomer, from 1727 extraordinary 

professor of the St Petersburg Academy of Sciences 31
Delisle Josephe Nicolas (1688-1768), French astronomer and geographer, after the 

establishment of the Academy of Sciences in St Petersburg Academy of Sciences, 
he was invited to fill the position of the director of the Observatory, which, until 
1747, was to be occupied by an Academician 63, 271

Delisle, Guillomme (1675-1726), French geographer 82
Demidov, Nikita Akinfeevich (1724-89), one of the family of the Urals mill-owners; 

known for his charities 217
Diana (Roman Mythology) 185-186, 204
Didius Julianus (133-193), Roman emperor 273
Dido (Roman Mythology) sister of the king of Tyre (Phoenicia), founder of Carthage 

272
Driessen, Jozien, historian 26, 31-32, 36, 38-39, 171, 218, 254
Du Molinet, Claude 48
Dunker I. F. (1718-95), sculptor 72-73
Duvernoi, Johann Georg (1691-1759), medical doctor, anatomist, and zoologist, 

c 1725 professor of the St Petersburg Academy of Sciences 5, 14, 17, 26, 63, 
117
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e
Eclissi, Antonio, (died ca.1630-1644), artist 24, 63, 117
Eeghen, Isabella Henriette van (1913-1996), historian, collector 44
Elachich, Franz Lucas, medical doctor-280; vol. 2: 15 95, 254
Elizabeth Petrovna (1709-61), Peter the Great’s daughter, empress of Russia (from 

1741) 47, 67, 71-72, 202, 217
Elliger, Ottomar (1703?-1735), engraver and draftsman 62, 66, 88, 95, 97, 117, 

183-184, 199, 218, 311-313
Ermolayev, Petr (1713-1778), draftsman, turner’s apprentice at the Tool-Making 

Chamber of the St Petersburg Academy of Sciences, Andrey Nartov’s pupil 66, 
102, 169, 170-171

Ermolinskaya 110
Eucratides, king of Bactria (ca. 175-ca. 150 г bc) 273
Euler, Leonard (1707-1783), mathematician, mechanic, astronomer and physicist; 

adjunct (from 1726), professor (from 1731), foreign honorary member of the 
St Petersburg Academy of Sciences (from 1742) 36
f

Falk, Johann Peter (1725-1774), traveller, curator of the Pharmacy Garden of the 
Medical Collegium in St Petersburg , participant (in 1768) of the Siberian expedi-
tion of the St Petersburg Academy of Sciences 157

Fedor Alexeevich (1661-1682), Russian tsar c 1672 79
Ferdinand ii (1529-1595), Arch-Duke of the Holy Roman Empire 27
Formozov, Alexander Alexandrovich, historian 83
Freedberg, David, historian of science 21, 24

g
Galatea (Greek Mythology) 184
Galba, Servius Sulpitius (ca. 3 bc-69 ad), Roman emperor, (68-69) 273
Gandini, Francesco (1723- after 1778), draftsman and engraver; in Russia, from 

1758 68
Gaston, Duke of Orleans (1607-60), son of Henry iv of France and Maria de’ Medici 

33
Gavrilova, Evgenia Ivanovna (1927-2002), art historian 58, 63, 181, 309
Gelder, Roelof van, historian 29
Gelvius Pertinax (126-193), Roman emperor (January-March 193) 273
Georgel, Chantal, art historian 21
Georgi, Johann Gottlieb (1729-1802), chemist, medical doctor, anthropologist, 

adjunct (1776), ordinary academician c (1783) of the St Petersburg Academy of 
Sciences 97-98, 237

Geta, Lucius Septimius (189-212), Roman emperor (211-212) 272-273
Gillet, Nicolas François (1709-1791), French sculptor 74
Gmelin, Johann Georg (1709-1755), naturallist, chemist, adjunct (from 1727) and 

professor (1731-1748) of the St Petersburg Academy of Sciences 25-26, 36-37, 
42, 71

Gmelin, Samuel-Gottlieb (1744-1774), botanist and traveller, professor of the 
St Petersburg Academy of Sciences c 1767 43

Golitsyn, Dmitry Mikhailovich (1665-1737), Prince, Russian statesman 271
Gottorp, see Christian-Albrecht 46
Gottwald, Christophor, medical doctor and collector 45
Grasser W., historian 272
Grekov (Delilot), Andrey Angileevich (1711-91), draftsman and watercolourist 

6, 37, 41, 60-61, 64, 66, 70, 102, 115-118, 130, 183, 201-203, 218-219
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Grew, Nehemiah, British collector 44
Grimmel, Johann-Elias (1703-59), artist, teacher of painting and drawing at the 

St Petersburg Academy of Sciences; in Russia, from 1741 64, 68, 72-73, 93, 203
Grivel, Marianne, art historian 38
Grube J.-Ch., artist 71
Gsell, Dorothy Mary (Dorothea Maria, 1678-1743), Dutch artist; in Russia, from 

1716 6, 17-18, 31-34, 36-37, 40, 51, 59- 61, 64-65, 83, 87, 89-90, 92, 101, 156,
202

Gsell, Georg (1673-1740), artist, of Swiss extraction; in Russia, from 1716; worked 
at the Kunstkammer and the St Petersburg Academy of Sciences 6, 18, 31, 59-
61, 92, 117

Guerrier, Wladimir (Vladimir Ivanovich, 1837-1919), historian 31
h

Haskell, Francis, art historian 21, 24
Haupt, Herbert, art historian 286
Hedwig, Johannes (1730-1799), botanist 158
Heikamp, Detlef, historian of culture 48
Heinsius, Gottfried (1709-1769), astronomer, member of the St Petersburg Academy 

of Sciences 36
Helena (Flavia Julia Helena Helena; ?- 327), wife of the Roman emperor Constantius 

i (Chlorus), mother of Constantine i (the Great) 272
Hem, Laurens van der, 1621-1678), lawyer and collector 29
Hendrix, Lee, art historian 27
Hercules (Greek Mythology) 220
Hermann, Paul, collector 17
Herolt, Johanna Helene, Dutch artist 34
Hinloopen, Michil, Dutch seventeenth-century collector 29
Hofmann, Friedrich (1660) 17, 153

i
Ides, Eberhard-Isbrand (1657-1708), merchant; lived in Moscow from 1687; was 

sent to China with a diplomatic mission by Peter the Great (1692-95)-278 251
Irblich, Eva, art historian 27
Ivanov, Anatoly Alexeevich, orientalist 110
Izmailov, L 220, 251

j
Jacobaeus, Oligerus (1650-1751), Danish anatomist, medical doctor, philosopher 

44
Jansen, Dirk Jacob, art historian 28
John Comnenus (1087-1143), Byzantine emperor (from 1118) 272
Joseph (Genesis 3: 37, 41, 45) 63, 88, 157, 271
Juno (Roman Mythology) 186, 191, 203, 207, 220

k
Kaau-Boerhaave, Abraham (1715-1758), medical doctor, anatomist; from 1747 on, 

at the St Petersburg Academy of Sciences 61, 101-102, 115, 117-118
Kachalov, Grigory Anikievich (1712 (1711?)-1759), engraver, draftsman 66, 84, 

93, 116, 118, 184, 185, 187, 202-203, 217-218, 252, 255
Kaiser G.-A., engraver 157
Kalashnikov, Osip, medallist 283, 286, 290-291
Kalyazina, Ninel Vasilyevna (1930-2000), art historian 273
Kaminskaya, Anna Genrikhovna, art historian 156
Ketelsen, Thomas, art historian 21
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Kikin, Alexander Vasilyevich (?-1718), boyar, vice-admiral; accused of participating 
in Prince Alexey Petrovich’s plot, executed c 3, 15, 17, 40, 92

Kircher, Atanasius (1601-1680), encyclopædist, mathematician, physicist, 
astronomer, philologist, author 46, 48

Kistemaker, Renée E., art historian 21
Kneller, Godfrey (1648-1723), artist, portrait painter 186
Knyazev, Georgy Alexeevich (1887-1969), historian, archivist 108
Kopanev, Nikolay Alexandrovich, historian 43
Kopaneva, Natalya Pavlovna, historian 9, 14, 32-33, 42, 77, 87, 134, 136, 156-

157, 220
Kopelevich, Yudif Khaimovna, historian of science 32, 39, 59-60, 62-63, 65, 116
Korf, Johann Albrecht von 1697-1766), baron, diplomat, President of the St Peters-

burg Academy of Sciences (1734-1740) 63
Kotelnikov, Semyon (Simeon) Kirillovich (1723-1806), mathematician, adjunct 

(from 1751), extraordinary professor (from 1756) , ordinary professor 
(from1760), honorary member of the St Petersburg Academy of Sciences 
(from 1797) 237

Krasheninnikov, Stepan Petrovich (1713-1755), scientist, traveller, adjunct (from 
1745), professor (from 1750) of the St Petersburg Academy of Sciences 235

Krekshin, Petr Nikiforovich (1684-1763), supervisor of governmental projects in 
Kronstadt, author, collector of materials on the history of Russia and Peter the 
Great 271

Kruse Ch. K. von, artist 44
Kube, Alfred Nikolayevich (1886-1941), art historian 220

Lack, Hans Walter, botanist 45
Lambus, owner of a garden 14
Le Lorrain L.J., artist 74
Lebedeva Irina Nikolayevna, historian 18, 25, 30
Lefort, Frants Yakovlevich (1655/1656-1699), of Swiss extraction, adiral; from 

1678, at the Russian service 186
Leibniz, Gottfried Wilhelm (1646-1716), German mathematician, philosopher 

29-31
Leonardi, Vincenzo, 1621-1646), artist 24
Levinson-Lessing, Vladimir Frantsevich (1893-1972), art historian 59
Lhotsky, Alphons, art historian 38
Ligozzi, Giacoppo, artist 25
Linnaeus Carolus (Carl von Linné, 1707-1778), Swedish botanist 44, 137
Lipsky, Vladimir Ippolitovich (1863-1937), botanist 157
Logan, Anne-Marie S., art historian 46, 48
Lomonosov, Mikhail Vasilyevich (1711-1765), Russian encyclopædist, adjunct 

(from1742), professor (from 1745) of the St Petersburg Academy of 
Sciences 110, 169, 

Louis xiv (1638-1715), king of France (from1643) 26, 28, 30, 33, 37, 42
Lucius Verus, Aurelius (130-169), Roman emperor (161-169) 273
Lüders, Johann, Hamburg merchant and collector 17, 45, 271
Lursenius, Johann Wilhelm (1704-1771), copyist, draftsman of the St Petersburg 

Academy of Sciences 70
Lysimachus (361-281 bc), Alexander the Great’s military leader, governor of Thrace 

273
Lyubetsky N.I., student of the Drawing Chamber of the St Petersburg Academy of 

Sciences 71
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m
Major, Johann Daniel, German medical doctor, collector 29-31, 42
Makhaev, Mikhail Ivanovich (1717-1770), draftsman, engraver of the St Petersburg 

Academy of Sciences 66, 184-185, 187, 203, 218-219, 252-253
Malinovkin A., student of the Drawing Chamber of the St Petersburg Academy 

of Sciences 64
Malinovsky, Konstantin Vladimirovich, art historian 60, 67, 69, 73-74
Marcus Aurelius Antoninus (121-180), Roman emperor (161-180) 273
Markgraf, Georg , collector 26
Marolle, Michel de 31
Mars (Roman Mythology) 289
Massie, Robert , historian 42
Mattarnovi, Georg Johann (?-1719), German architect; in Russia, from 1719 27
Mattarnovi, Johann Christian (1705-?), artist 154-156
Mattarnovi, Philip Georg (Philip Egorovich) (1714-1742), engraver, draftsman of 

the St Petersburg Academy of Sciences 66, 183, 217
Matveev Andrey Artamonovich (1666-1728) 186, 201-202
Maximilian i (1459-1519), emperor of the Holy Roman Empire 27
Meijers, Debora J., art historian 5, 9, 13-14, 17, 21, 26, 19, 51
Melnikov, Efim, student of the Drawing Chamber of the St Petersburg Academy of 

Sciences 72
Menshikov, Alexander Danilovich (1673?-1729), statesman, military leader, politi-

cian, the first Governor of St Petersburg (1703), prince and Duke of Izhora 
(1707), generalissimo (1727) 40, 43, 186, 200, 249, 251

Menshikova, Maria L’vovna, art historian, orientalist 247, 254
Merian, Maria Sibylla (1647-1717), German-Dutch artist 3, 17-18, 22, 25-26, 

28-29, 31, 34, 36, 39, 59, 71, 87, 101, 154, 156
Messerschmidt, Daniel Gottlieb (1685-1735), medical doctor, in 1719-27, went on 

an expedition to Siberia 29, 81-84, 102, 154, 157, 251
Minerva (Roman Mythology) 47
Mithridates vi Eupator (132-63 bc), king of Pontus 273
Modzalevsky, Boris L’vovich (1874-1928), literary scholar, student of Pushkin 108
Moleva, Nina Mikhailovna, art scholar 58, 59
Montfaucon, Bernard de (1655-1741), Benedictine monch, historian, archæologist, 

founder of Greek palæography 82-84, 102, 220
Moshkov P. I., court-superintendant 254
Motraye, Aubry de la (1674-1743), French traveller 17-18, 29, 30, 92
Müller, Philip Heinrich (1654-1719), German medallist 17, 26, 42-43, 70, 71, 97, 

102, 220, 235, 251, 283-284, 286, 288-289
Müsch, Irmgard, historian of science 44

n
Nartov, Andrey Konstantinovich (1683-1756), Russian инженер, mechanic, turner 

to Peter the Great 46, 58, 66, 169-171, 312-313
Nartov, Stefan Andreyevich (after 1723-?), A.K. Nartov’s son, student of the Tool-

Making Chamber of the Academy of Sciences (1736-1740) 66, 72, 167, 170
Nazarov, Petr, student of the Drawing Chamber of the St Petersburg Academy of 

Sciences 72
Nechayev, Yakov ( ?-after 1771), draftsman 64, 66, 252-253, 313
Nekrasov, Mikhail Yakovlevich (1712-1778), draftsman 60, 64, 65
Neptune (Roman Mythology) 183, 288
Neri, Giovanni, artist 25
Nero, Lucius Domicius (15.12.37-9.06.68), Roman emperor (54-68) 273
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Neverov, Oleg Yakovlevich, art historian 8, 13, 45, 90, 111, 183, 186, 199, 203,
215, 220, 269, 271

Nevskaya, Nina Ivanovna, historian of science 59
Nikitin, Ivan Nikitich (1680- not earlier than 1742), artist 186
Nissen, Klaus, historian of science and art 25, 29, 33-34, 45
Novikov, Pavel Alexandrovich, zoologist 132
Numerian, Marcus Aurelius (253-284), Roman emperor (283-284) 

o
Olearius, Adam (1603-1671), traveller, participant of the Holstein embassy to Persia 

via Russia; author of a book about Russia 43, 341
Olmi, Giuseppe, historian of science 13, 26
Omphale (Roman Mythology) 220
Orbeli, Iosif Abgarovich (1887-1961), orientalist 110
Orlov, Vladimir Grigoryevich (1743-1831), Chief Director of the Imperial Academy 

of Sciences (1766-1774) 74
Ostermann, Andrey Ivanovich (1686-1747), Russian statesman 43, 88, 89, 251, 

271
Ovenell R.F., historian culture 34
Overbeek, Annemiek, art historian 351
Ovid (Publius Ovidius Naso; 43 bc-ca.18 ad), Roman 272

p
Pagin, Petr, student of the Drawing Chamber of the St Petersburg Academy of 

Sciences 60
Pallas, Peter Simon (1741-1811), naturalist and traveller, professor of the St Peters-

burg Academy of Sciences ( from 1767) 136, 157, 237
Paris (Greek Mythology) 15, 26, 32, 38, 48, 63, 80-81, 83, 84, 154, 171, 220, 284, 

286
Paul St. 186, 191
Pavel Petrovich (1754-1801), Grand Duke, Paul i of Russia (from 1796) 203, 312
Pavlinskaya, Larissa Romanovna, anthropologist 220, 231
Pekarsky, Petr Petrovich (1827-1872), Russian historian of culture, bibliographer, 

Academician 63, 83, 153-155, 157, 271
Pertinax, Publius Helvius (1 August 126-28 March193), Roman emperor (193) 

273
Pescenius Niger, Gaius, Roman emperor (193-194) 273
Peter i (Peter the Great, 1672-1725), Russian tsar (from 1682), Russian emperor 

(from 1721) 5, 14, 254
Peter ii (1715-1730), Russian emperor (from 1727) 39, 43-44, 65, 67, 88, 89
Petiver, James, London pharmacist and collector 29 29
Petrova E.V. xi, 108, 109
Philip v (238-179 bc), king of Macedonia 273
Picard, Bernard (1673-1733), French engraver; lived in Amsterdam 87, 88
Piso, William, scientist and draftsman 26
Plautilla (?-212), Caracalla’s wife 201
Plotsov, Nikita, copper engraver 71
Polyakov, Andrey Ilyich (1712-1784), engraver, draftsman 4, 16, 50, 66, 184-185, 

204, 218, 252, 272
Postumus, Marcus Cassiaanus Latinius, Roman emperor (Emperor of Gallia) 

(258-268) 277
Potapov, Roald Leonidovich, zoologist 127
Poussin, Nicolas (1594-1665), French artist 24
Pozzo Cassiano dal (1588-1657), jurist 13, 21, 24
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Praskovya Fedorovna (1664-1723), Russian tsarina, Ivan v’s wife 66, 68
Preissler, Johann Daniel (1666-1737), Director of the Academy of Arts, Nuremberg 

68-69, 187
Printseva, Galina Alexandrovna, art historian 12, 20, 24, 37, 93, 105, 167, 183, 

197, 218, 271
Prokopovich, Feofan (1681-1736), clergyman, statesman, and scholar 57
Pronina, Inna Ardalionovna, art scholar 67, 69
Ptolemy i (367-283 bc), king of Egypt (bc 324- 283) 273
Ptolemy, Claudius (ca.87-165), astronomer and geographer 273
Pygmalion (Greek Mythology) 184

q
Quiccheberg, Samuel, author of the model Kunstkammer 28-29, 39, 42

r
Radlov (Radloff) Vasily Vasilyevich (1837-1918), orientalist, linguist and anthro-

pologist, expert on Turkic languages and literatures, member of the Imperial 
Academy of Sciences (from, 1884), director of the Museum of Anthropology 
and Ethnography 83, 102-103

Radzyun, Anna Borisovna, historian, anthropologist 26, 113, 132, 133
Rastrelli, Carlo Batolommeo (1675-1744), sculptor; in Russia, from 1716 186
Rawestijn, Dirk de Kwade van, artist 27
Razumovsky, Kirill Grigoryevich (1728-1803), count, statesman, President of 

the St Petersburg Academy of Sciences (1746-98) 97, 100
Robert, Nicolas, artist 33
Roemer, Bert van de, art historian 21, 26, 51
Roth, Christopher Melchior (died 1778), engraver 97
Rudolph ii (1552-1612), Emperor of the Holy Roman Empire 13, 21, 27, 31
Ruysch, Frederick (1638–1731), Dutch anatomist, surgeon, obstetrician 3, 36-37,

45, 49, 71, 115-117, 119, 129-132, 135, 218
Rukomoikin, Ilya Semenovich (1726-?), artist engraver of the St Petersburg Academy 

of Sciences 71
Rumphius, Georg-Eberhard (1627-1702), German naturalist 32
Rumyantsev, Aleander Ivanovich (1679?1680?-1749), Russian statesman and 

military leader 153
Ruppius, Heinrich Bernhard (1688-1719), botanist 153
Rykov, Maxim Rodionovich (1730-after 1762), draftsman (1730) 72, 73, 135, 136

s
Saint-Hilaire, Isidore G., (1805-1861), French zoologist, member (1833) and 

President (1856-1857) of the Paris Academy of Sciences, foreign correspondent-
member of St Petersburg Academy of Sciences (1856) 119

Sappho, Greek poetess (bc 7-6 c.) 272
Sauvy, Anne, historian 31, 38
Scarabelli P.F. 48, 342
Scheller Rob, Dutch historian 21
Schenk, Peter (1645-1715), Dutch engraver 186
Schlatter Johann Wilhelm (1708-1768), Secret Counselor; from 1760, President of 

the Mountain Collegium 271
Schlepper, Dmitry, engraver 97
Schmidt, Georg Friedrich (1712-1775), engraver; in Russia, from 1757; senior-en-

graver of the St Petersburg Academy of Sciences, c 1765 honorary member of the 
St Petersburg Academy of Arts 74

Schnapp, Alain, historian of science 43
Schnapper, Antoine, art historian 21, 45
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Schoonebeeck, Adriaan (1661-1705), Dutch artist, engraver, c 1698 на русской 
службе 44, 45

Schulte-Albert, Hans Georg, historian of science 31
Schumacher, Johann Daniel (1690–1761), librarian, Office Counsel of the St Peters-

burg Academy of Sciences 5, 6, 18, 23, 31, 38-40, 42-45, 47, 59, 61-63, 65, 
72-73, 80-83, 87-88, 92, 101, 107, 154, 199, 220, 271

Schumacher, Johann Jakob (1701-1767), architect, sculptor 72-73
Seba Albertus (1665-1736), Dutch pharmacist and collector 3, 7, 22, 26, 32, 

36-37, 44-47, 49, 52-53, 129, 130, 132-134, 137, 217, 251, 253
Seleukos Nikator (ca. 358-281/280 Bc.), military leader of Alexander the Great, 

founder of the Seleucidæ dynasty and state 273
Septimius Severus, Lucius (11.04.146-4.02.211), Roman emperor (193-211) 273
Settala, Manfredo, Italian collector 46, 48, 52
Shafranovskaya, Tamara Konstantinovna, historian 20-21, 36, 95, 185, 200
Shereshperov, Ivan (?- after 1746), draftsman 60, 64, 65, 271
Shuvalov, Ivan Ivanovich (1727-1797), Russian statesman 73
Skornyakov, Ivan, student of the Drawing Chamber of the St Petersburg Academy 

of Sciences 72
Sloane, John Hans (1660-1753), British collector 17, 29, 
Smit, Pieter, historian culture 44
Sokolov, Ivan Alexeevich (1717-1757), portrait engraver, draftsman 3, 4, 37, 41, 

49, 66-69, 72, 93, 116, 118, 154, 183, 185, 187, 202-203, 218
Solomon, king of Israel (965-928 bc) 206
Soplin, Ivan, student of the Drawing Chamber of the St Petersburg Academy of 

Sciences 72
Stählin, Jakob (1709-1785), art scholar, adjunct (from1735), professor (from 1737), 

conference-secretary (from 1765)of the St Petersburg Academy of Sciences 
60, 73

Stanyukovich, Tatyana Vladimirovna (1916-1992), anthropologist 20, 132, 135
Steckner, Cornelius, art historian 43
Steller, Georg-Wilhelm (1709-1746), naturalist, adjunct (from 1737) of the St Peters-

burg Academy of Sciences 26, 43
Stetskevich, Elena Sergeyevna, historian 6, 9, 16, 21, 39-40, 55, 60, 74, 103, 135, 

185, 201-203, 309, 360
Strahlenberg, Philip Johann von (1676-1747), Swedish officer, traveller и author 

100
Strahlenberg, Philip Johann, (1676-1747), Swedish Lieutenant-Colonel; taken pow

during the battle of Poltava; exiled to Siberia; travelled in Siberia; after the signing 
of the Nystad peace treaty returned to Sweden 83

Struve, Vasily Vasilyevich (1889-1965), orientalist, Egyptologist, historian, 1935
Academician of the ussr Academy of Sciences 108

Stübel, Moritz, art historian 21
Sverchkov, Avraam 93
Swenter, Georg, artist of the St Petersburg Academy of Sciences 117
Sytin, Andrey Kirillovich, botanist 16, 28, 33, 89, 151

t
Tacitus, Marcus Claudius (?-276), Roman emperor (275-276) 67
Tannauer, Johann Gottfried (1680-1737), portrait painter; in Russia, from 1710

186
Tarsia, Bartolommeo (died 1765), artist; from 1738, in the Engraving Chamber of 

the St Petersburg Academy of Sciences 67
Taubert, Johann Caspar (1717-1771), librarian; Academy Office Counselor 

70, 71, 73, 217
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Terentyev, Ekim ( ?) (Vnukov Ekim Terentyevich, 1723 or 1725-1762 or 1763), 
engraver 66, 135, 252

Testa, Pietro, (1611 or 1617-1650), Italian artist 24
Thomas, Christine G., historian 17, 32, 122
Tiberius, Claudius Nero (42 bc-37 ad), Roman emperor (14-37) 273
Tournefort Joseph Pitton de (1656-1708), French botanist and medical doctor 

33, 157
Troger S., bone carver 220

v
Vaillant, Jean (1632-1706), French scholar 272
Valentini, Michael Bernhard (1694-1728), author of a book about museums 31
Valeriani, Giuseppe (ca. 1708-62), Italian decorator, from 1741, in Russia 73
Vendramin, Andrea, Doge of Venice, collector 46, 48, 52
Vignau-Wilberg, Thea, art historian 27
Vincent, Levinus (1658-1727), Dutch merchant and collector 37, 44, 46, 48
Vinogradov, Efim Grigoryevich (1725/1728-69), engraver 71
Vinogradov, Yuri Abramovich, historian of science 71
Virgil (Publius Vergilius Maro, 70-19 Bc) Roman poet 272
Vitellius (Aulus Vitellius, September 12-December 69), Roman emperor (69) 273
Vogel, Martin, author of the manuscript catalogue of Lüders’ numismatic collection 

271
Völkel, Michaela, art historian 39

w
Waals, Jan van der, art historian 19, 26, 29
Weitbrecht, Josia (1702-1747), medical doctor, anatomist and physiologist; 

adjunct (1725) and professor (1731) of the St Petersburg Academy of Sciences 
61, 115-118, 187

Weniks, Jan (1640-1719), Dutch painter 186
Werrett, Simon R.E., historian of science 39
Wijnands D., historian of science 34
Wilde, Jacob de (1645-1721), Dutch merchant and collector 37
Wilson M.L., historian 29
Withoos, Alida, artist 34
Witsen Nikolaas (1641-1717), burgomaster of Amsterdam, member of the States 

General, collector 21, 29-30, 100, 254
Wolff Caspar-Friedrich (1733-1794), anatomist and physiologist, professor of the 

St Petersburg Academy of Sciences (from 1767) 116-118
Wolff Christian (1679-1754), German philosopher, physicist and mathematician 

5, 59
Worm, Ole (1588-1654), Danish zoologist and collector 43, 46
Wortmann Christian-Albrecht (1680-1760), engraver of the St Petersburg Academy 

of Sciences 49, 62, 64, 66, 88, 117
z

Zabelin, Ivan Egorovich (1820-1908/09), Russian historian and archæologist 
79, 362

Zemtsov, Mikail Grigoryevich (1688-1751), Russian architect 66, 170, 171
Zhu Ge (Russ. Fedor Dzhoga), Chinese teacher of Chinese and Manchu at the 

St Petersburg Academy of Sciences 1737-38 252
Zimmermann, Hildergard, art historian 21
Zotov, Nikita Moiseevich (ca. 1644-1718), dumby dyak ‘counsellor’, count 

(from 1710), Peter the Great’s teacher 79
Zubov, Alexey Fedorovich (1682/1683-1751), Russian artist and engraver 

33, 45, 88, 157
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