Bnaanmup lNetpos

24 maa 2005 roaa ucnonHunockb 175 net co AHA pox-

JAEeHUA 0AHOr 0 U3 JIy4YLLIMX PYCCKUX Nei3aXKncToB Anek-
cea KonppatbeBuya CaBpacoBa. MA 3T0ro XyAoKHMKa U3BECTHO 60/IbILIMHCTBY
u3 Hac ¢ getctBa. C gaBHux nop ero pa6ota «lpaum npunetenn» (1871) crana
CBOEro poja CUMBOJIOM PYCCKOro peasuctuyeckoro neitsaxa. Hepeako Caspa-
COBa CYUTAIOT KaK Bbl «Xy0KHUKOM OJJHOI KapTUHbI», He NPeACTaBNAA NOAIMH-
Horo MaciwTaba u rnyouHbl ero TBopyecTsa. OgHako yxe B 1850-e rogbl oH cTan
BeJlyLLIM PYCCKUM NEU3aXKNCTOM U UCTOJIHWI MHOXeCTBO NpeKpacHbIX nponsse-
AEHU, B GOMIUIMHCTBE CBOEM 3TamMHbIX ANA Pa3BUTUA BCell OTEYECTBEHHOW
*uBonucu. He ciyyaiiHo ero nio6uMbIin yueHUK 1 nocneposatens W. JleButa
cuuTtan aaxe, yto CaBpacoB «co3Aan pycCKuii Nei3ax», NocKolbKy UMEHHO B
€ro TBOpPYECTBE «MOABWIACH JIMPUKA B XMUBOMUCYK Nei3axa U 6e3rpaHMyHan

J11060Bb K CBOEI poJHOi 3emie».

Anexcei Caspacos:

npaBda M MO33KA

BbictaBka npoussepennit CaBpacosa,
OTKpbITasd 6 aekabpa 2005 ropa B 3anax
[ocypapctBeHHON TpeTbAKOBCKOW rane-
peu, no cBoeMy 06beMy M cocTaBy He-
CKOJIbKO OT/IMYaeTCA OT NepBOHAYaNbHOro
MpOeKTa, TeM He MeHee ee COCTaB AOCTa-
TOYHO MpejCTaBUTENIEH U BK/OYaeT B
cebs, HapAdy C M3BeCTHEeMWIMMY Npon3Be-
aeHnaMn xypoxHuka ms [T n TPM, ue-
NbI psg paboT 13 My3elHbIX U YaCTHbIX
cobpaHuii, B TOM uYucie BbIABNEHHbIX B
nocnefHue roAbl U elie He3HaKOMbIX He
TONbKO LUMPOKOMY 3pUTENtO, HO U creuna-
nnctam. Ml Hajo HazleATbCs, YTO BbiCTaBKa
MOMOXET HaLUVM COBPEMEHHMKaM BOOUUIO
ybeanTbeA B MacwWwTabHOCTU U 3HauYUTeNb-
HOCTW CaBpPacOBCKOrO HacleAus W yTBep-
ANTbCA B «6e3rpaHNyHON Nt0BBU K pOAHON
3emJie», KOTOpOWi TaK 4acTo HaM He xBaTa-
€T CerofHs.

CaBpacoB poauncs B ceMbe Hebora-
TOr0O MOCKOBCKOrO TOproBua W AeTCTBO
nposen B 3amMocKBoOpeybe. Ye B paHHUe
roAbl Kyne4yeckuit CbiH NOMy4YMN Kakne-To
XY[L0’KECTBEHHbIe BMEYaTNIEHNA, CBA3aH-
Hble C «M3ALHBIM» UCKYCCTBOM Mein3axa:
K [ABEHAALATVW rofaM OH CaMOY4yKoW
nucan nen3axum Ha poMaHTUYecKue
CIOXKETbl, pacKynaBlMWecA Mo felleBKe
ynnyHbIMU Toprosuamu. OTel, 6611 NpoTMB
€ro 3aHATUI «BecrnonesHbIM esoM», HO C
noMolblo  npenojaBaTtend nensaxa
MOCKOBCKOro yunimLia 1Bonucu 1 Bas-
HuaA (MYXKB) K.Pabyca n npocBselieHHoro
o6ep-nonuumeiictepa Mocksbl U.JlyxuHa,
MPOC/bIWABWNX O HeOBbIKHOBEHHbIX
XY[LOXKeCTBEHHbIX cnocobHocTAX AneKces,
conpotuBieHne cpefbl Obino npeopone-
Ho. B 1844 r. CaBpacoB 6bin 3auncneH B
MYXB.

B To Bpems nensaxHas XUBOMUCH
Poccuu, Kak 1 Bcein EBponbl, cTpemMmnacs,

He TepAs 0OpeTeHHOro B MpeALlecTByHO-
Lyto 3noxy 4YyscTBa [prpoabl Kak efuHo-
ro MpeKpacHOro Lenoro, 0CBOUTb KOH-
KpeTHble 0COBEeHHOCTM HaLMOHaNbHbIX
naHawagdToB, UX CBA3M C MOBCEAHEBHbLIM
6bIToM 1 uctopueir Hapoaa. OcobeHHo
6naronpuATHON ANA OCBOEHWUA POAHON
npupoabl 6bina atMocdepa MoCKBbI, rae
¢ KoHua XVIII Beka xunu Tpaanuum
KapaM3VHCKOro «Co4yBCTBOBaHUA C Npu-
poAoto», Bce Gonee NpuUcTanbHO M3yydanu
PYCCKYIO €MOYBY», pasMbIWAAAN O Havan-
ax «HapoAHoCTM» ucKyccTBa. Bce 370
oTpasuiocb U B peatenbHoctn MYXB,
rae Pabyc ¢ 1843 r. Bo3rnaBnsan nensax-
Hyto macTepcKyto. CaBpacoB okasanca
Hanbonee oAapeHHbIM yuyeHukoM Pabyca.
Ero ctaHoBneHve npoucxofnio oveHb
6bicTpo. B 1848 . oH 6bin 0TMeEYeH Kak
YYEHUK, YCMEeLHO KONMpOoBaBLNiA paboTbl
AliBa30BCKOro 1  «npejcTaBMBLUUNA
nyyline 3cku3b». B cnepyowem rogy oH
COBepLIM/ Noe3aKy Ha YKpauHy, co3paaB
pAA nNeli3axel, 3acTaBMBLIMX KPUTUKOB
rOBOPWTb O HEM KaK 0 Hajexze pycCKoro
uckyccrea. A ewe uepes rog Coser
MoCKOBCKOro Xyfo0xecTBeHHOro o6ue-
CTBa CYe/l ero MacTepcTBO AOCTAaTOYHbIM
ANA NONMyYeHWA 3BaHWA XYAOXKHMKa 3a
«Bug Mockockoro Kpemna npu nyHHoM
OCBeLLEHNM» (M3BECTEH /MWL MO Ha3Ba-
HWI0) 1 [Ba MOAMOCKOBHbIX Nen3axa,
HanucaHHbix netoMm 1850 r. Henoganeky
ot [iImntpoBa B MMeHuun [puroposo, npu-
Haanexaswem W.JTyxuny. B 3atnx pabortax
OYeBMAHA W MpOYHasA «KOpHeBasa cucte-
ma» nckycctBa CaBpacoBa, ero cBf3b C
Tpaanumamu B.TponnHuHa, A.BeHeumaHo-
Ba, M.JlebeseBa, 1 U3HAYaNbHO NpuUCyLLas
eMy HernocpeACcTBeHHOCTb M MO3TUYHOCTb
BOCMpPUATUA npupoAbl. Tak, B paboTe
«KameHb B necy y “Paznusa™ (1850, I'TT)
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AK. CaBpacos.
Potorpacua 1860-x

Alexei Savrasov
Photo portrait, 1860s

Ipa4u npunemenu.
1871

XoncT, Mmacno

62 x 48,5

rr

The Rooks Have
Arrived. 1871
Qil on canvas
62 by 48.4 cm
Tretyakov Gallery

BbiCTaBOuHbII

NPOEKT ocyuiecTBIeH
npu NoaAepxKe

OAO «CyprytHedreras»
v AHatonua UBaHoBu4a
HoBukosa

KMBO nepefaH nadoc JeTCKOro nepBooT-
KpbITUA MMPa, 3acTaBAAIOLWMNIA BCIOMHUTD
yyAecHble KHWUIW, CO3AaBaBLUMEeCH B Te e
rogbl B nogmMockoBHoM AGpamuese. Hesay-
pagHaA cnocobHoctb CaBpacoBa opra-
HWYHO CMHTE3NpOBaTb BreyatneHusa OT
KMBOMUCY NPeALIECTBEHHUKOB U OT HaTy-
pbl, cO3AaBas XyA0XeCTBEHHble CTPYKTY-
pbl, HOBble [NA PyCcCKOro nensaxa mno
YPOBHIO €CTeCTBEHHOCTM M 06pa3Ho-CMbI-
COBbIM aKLieHTaM, APKO MposABMiacb B
pabote «Bug Ha Kpemnb oT KpbiMcKoro
MocTa B HeHacTHyto norogy» (1851, I'TT),
HanoMuHalLen BennYecTBEHHbIe rPo30-
Bble nei3axu pomaHTnkoB (M.BopoGbe-
Ba, B.PaeBa). Ho CaBpacoB Ha nepBoM
nnaHe un3obpaxaeTr ObITOBYIO CLEHY, KaK
6bl Mpeanaras U XpaHWUTb 3HaHWe O BO3-
BbIWWEHHbIX KaTeropusX, M COOTHECTU C
HUMW NOBCEAHEBHOE TEYeHMEe KU3HU
Hapoga. C 3Tolh KapTUHOI NepeKNnKaeTca
W Wb COBCEM HeJaBHO BblfABEHHaA
6onbwan pabota «Bug Kuesa c [Henpa
Ha Meyepckyto naBpy» (4act. cobp.), cos-
paHHasa B 1852 r. mo BnevyatneHusam ot
noesaKu Ha YKpauHy. Toraa xe XyLOXHUK
co3jan paj 3ameyateNbHbIX BUAOB «4yf-
HOrO NPUBOJbAY, OTKPBITLIX CTEMHbIX MPO-
CTpaHCTB noj fcHbiM Hebom («Ctenb
aHem», TPM un gp.).

Pabotbl CaBpacoBa, c ycnexom
3KCMOHWPOBAaBIUMECA Ha BbICTaBKe B
MYXB B 1854 r, caenanu ero ums sHame-
HUTBbIM: Npe3naeHT AKaaeMnn XyAoxecTB
BeNMKaA KHArMHA Mapua HukonaeBHa He
TONbKO npuobpena OAHY M3 ero KapTuH,
HO W Npurnacuna «4a HanucaHus BUAOB
C HaTypbl» B CBOI 3aropoAHYyl0 pe3nfeH-
umio nog MNetepbyprom. 3a HeckonbKo
MecsLeB XyA0XKHUK NCMOHNI MHOXeCTBO
PUCYHKOB W ABe KapTUHbI, 3a KOTopble
CoBer Akagemuun npucsoun 24-netHemy
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Vladimir Petrov

24 May 2005 marked the 175th anniversary of the birth of one

of Russia’'s most eminent landscape artists, Alexei Sawrasov. Well-
loved to this day, Sawrasov is most often associated with his masterpiece “The Rooks
Have Arrived” (1871). Although this is an outstanding achievement of Russian realist
landscape painting, the actual scope and depth of Sawrasov'sworkis far greater. As early
as the 1850s, Sawrasov was seen as one of the leading Russian landscape painters. By
his mid4wenties, he had produced many wonderful works, most of which played an
important part in the development of Russian painting as a whole. Isaak Levitan,
SawvrasoV's favourite pupil and follower; called his teacher “the creator of the Russian
landscape”, claiming that Sawrasov's art brought out the “lyrical quality of landscape
painting”, being filled with “boundless love for his homeland”.

Alexei Savrasov:

Truth and Poetry

On 6 December 2005, an exhibition of
Alexei Sav-rasov's works opened at the
Tretyakov Gallery. Both the size and con-
tent of the event were different from that
originally planned, but nevertheless a
wide range of paintings was included, con-
taining works from private and museum
collections as well as the famous master-
pieces from the Tretyakov Gallery and
Russian Museum. Some of the works on
display have only recently come to the
attention of the organisers: these were
new not only to the general public, but to
specialists as well. The exhibition played a
vital role in showcasing both the scope
and the importance of Savrasov's work,
simultaneously, perhaps, rekindling some
of the “boundless love” for the homeland
which is so often lacking today.

The son of a merchant, Savrasov
spent his childhood years in Moscow's
Zamoskvorechye district. His first impres-
sions of the fine art of landscape painting
date from his early years. By the tender
age of twelve, the self-taught artist was
producing romantic views and selling
them cheaply to street traders. His father
was against this “useless business”, yet
with the help of Karl Rabus, teacher of
landscape painting at the Moscow School
of Painting and Sculpture, and the
enlightened Moscow chief of police
Luzhin, the talented youth was able to
pursue his studies. Impressed by
Savrasov's artistic ability, Rabus and
Luzhin succeeded in persuading his
father, and in 1844 Savrasov enrolled at
the institution where Rabus taught.

At that time, Russian and European
landscape artists sought to capture the
parficular traits of their native country-
side, to highlight the link between man
and his native land. Without losing their
sense of nature as a single and beautiful

phenomenon, developed over previous
periods, artists strove fo explore man’s
everyday life and history in its connection
to a specific landscape. Moscow proved
an ideal location for studying the Russian
countryside and traditions. From the late
18th century onwards, Nikolai Karam-
zin's sensitivity fowards nature was held
in high esteem, and national history and
folk traditions in art were widely dis-
cussed. At the Moscow School, such top-
ics were also important food for thought.
In 1843, Rabus became a landscape
tutor at the school, and Savrasov quickly
proved himself the teacher's most gifted
pupil. In 1848, his copies of views by
Aivazovsky were praised, and his sketch-
es deemed the best in his class. The fol-
lowing year, Savrasov travelled to the
Ukraine, producing a series of successful
landscapes: critics hailed him as the ris-
ing star of Russian art. In 1850, for his
“View of the Moscow Kremlin by Moon-
light”, only the name of which survives,
and two landscapes created that summer
at Luzhin's estate Grigorovo near
Dmitrov, the board of the Moscow Artistic
Society granted Savrasov the title of
artist. Whilst showing clearly Savrasov's
great respect for the traditions of Venet-
sianov, Tropinin and Lebedev, these
works also possess the direct, poetical
quality present in his very earliest land-
scapes. “Rock in the Forest by the
‘Razliv”, in the Tretyakov Gallery, is filled
with a child’s wonder at the world, recall-
ing the beautiful books illustrated around
that time by the artists of the Abramtsevo
circle. The “View of the Kremlin from
Krymsky Bridge in Bad Weather” (1851,
Tretyakov Gallery) shows Savrasov's
powerful ability to blend impressions of
art with those of real views, creating
novel, natural-looking artistic structures
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[Nopmpem
A.K. Caspacosa. 1878
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Vasily PEROV
Portrait of Alexei
Savrasov. 1878
Tretyakov Gallery

The sponsors

of the project were
Surguineftegaz plc and
Mr. Anatoly Novikov

to bring new imagery and meaning fo
Russian landscape painting.

Reminiscent of the majestic stormy
landscapes of romantic artists such as
Maxim Vorobiev and Vasily Rayev, this
view nevertheless focuses on an everyday
scene, fusing elevated sentiments with a
down-to-earth portrayal of city life. The
“View of the Kiev Pechersk Lavra from
the Dnieper”, created in 1852 after
Savrasov's travels in the Ukraine, is in
many ways similar. The whereabouts of
this large painting, now in a private col-
lection, only recently became known to
specialists. Savrasov’'s trip to the Ukraine
resulted in many other wonderful views
of its wide-open spaces, notably “After-
noon in the Steppes”, now in the Russian
Museum.

After the exhibition held in the
Moscow School of Painting and Sculp-
ture in 1854, Savrasov achieved fame as
an artist. The president of the Academy of
Arts, Grand Duchess Maria Nikolayevna
not only purchased one of his paintings
at the exhibition, but also invited him to
paint some landscapes from nature at
her country residence near St. Peters-
burg. In the space of several months, the
artist produced a wide range of drawings
and two paintings, which so impressed
the board of the Academy of Arts, that
the 24-year-old Savrasov was made an
academician. The first, “Sea Shore near
Oranienbaum”, now in a private collec-
tion, showed Savrasov fo be a tfalented
painter of seascapes. A fine, poetic
evening view, it shows the rolling coun-
tryside by the sea, rosy in the sun’s wan-
ing rays. The second painting, “View in
the Neighbourhood of Oranienbaum” (in
the Tretyakov Gallery), shows Savrasov's
interest in nature’s everyday life: a sunlit
glade is portrayed in fascinating detail,
drawing the viewer in and making him
privy to all of its little secrets.

Although Savrasov's “Petersburg”
paintings were clearly of great impor-
tance, neither was purchased by the
Academy or its president, the Grand

XY[OXKHUKY 3BaHue akagemuka. OpHa u3
HUX - «Mopckoin Geper B OKpecTHOCTAX
OpaHunenbayma» (vact. cobp.) - obHapy-
xuna B CaBpacoBe TanaHT MapuHuWCTa: Ha
Hell 04eHb TOHKO M MO3TUYHO 3aneyatne-
Hbl Geper Mops ¥ po3oBellune Noj
3aKaTHbIiM Heb6oM fanu. Bo BTopoii KapTu-
He - «Bua B okpectHocTax OpaHueHbay-
ma» (FTl) - xuBonuceu, Kak Obl yTBep-
Xaas NoboBb K «6ANKHEMY» B MUpe Mnpu-
poAbl, COCPefoTOYMN BHMMaHWE Ha
NOAPOBHOCTAX XM3HU HArpeToin CoHLEM
MONAHKMW, OTKpbIBalOWMX HabnoaaTento
MHOXeCTBO MHTepPeCHbIX AeTanein.

Mpn oyeBMAHON 3HaAYMTENbHOCTU
«netepbyprckux» KaptuH CaBpacoBa Hu
OAHa M3 HMX He Oblna npuobpeTeHa HK
BEJINKON KHATMHeN, Hu AKagemuemn.
Buanmo, xuBonucew, B KOTOPOM NoHayva-
ny yBUAENN KOHKypeHTa AIBa30BCKOro
Mo 4acTW MUCaHWA KPacuBbIX 3aKaToB, B
KaKol-To cTeneHn pa3oyapoBan cuATeNb-
HbIX LeHWTeNei NCKYCCTBa CKPOMHOCTBIO
N NPUHUMNUANBLHON AeMOKPaTUYHOCTbIO
peweHnn cBomx KapTuH. B To e Bpema
OYeHb MOKasaTe/bHO, YTO YeTbipe roaa
cnycta «Bup B okpectHocTAx OpaHueH-
6ayma» 6bin KynneH M.M.TpeTbAKOBbIM 1
CTa OAHWM M3 MepBbiX Ner3axen B ero
KONNeKLUMN.

Mo Bo3BpauweHnn B Mocksy Caspa-
COB mnpojomkun paboty B nt0OUMbIX
oKkpecTHocTAx [lepBonpectonbHoi, B
yacTtHocTu B KyHueBe, BcKope co3zaB paj,
paboT, 0Ka3aBLUMXCA BO MHOTOM Npopoue-
CKUMMW ANA AanbHelllero pasBuTuA pyc-
CKOro nersaxa.

OueHb MHTepecHbl ero pUCYHKMN BTO-
poit nonoBuHbl 1850-x rofos, ncnonHex-
Hble Ha ocoboi runcoBaHHoW 6Gymare
(nanbe-nene). Buptyo3Ho Bnages npue-
MaMu rpaduyecKoro mMacTepcTsa, XyAoxk-
HUK AobuBanca B HUX «KapTMHHOW» non-
HOTbI 1 3aKOHYEHHOCTU B nepefaye borat-
CTBa PpacTUTeNbHOr0 MMpa, KpacoTbl
CTPOVHbIX [epeBbEB W 3epKasibHbIX BOJ,
npezcKasbiBas B Takux paboTtax v nosg-
Henwee TBOpYecTBO V.IUnwKnHa.

B 1857 r. ymep Pabyc, n CaBpacos
CMEHWA ero Ha AOMKHOCTU pyKoBOAUTeNA
nensaxHoro knacca MYKB. Toraa xe oH
xeHunca Ha Codbe KapnosHe Tlepu,
cecTpe ero coy4yeHuka u npusaTens KoH-
ctaHTuHa lepua n uckycctBoeeaa Kapna
[epua, ogHOro M3 npocBeleHHenWwnx
noper MockBbl, ocHoBaTena Kadeapbl
nuctopum  uckycctea B MocKoBCKOM
yHuBepcuTeTe. HOBbI NEpUOA KU3HU
XuBonucua cosnan c 3noxon pedopm,
HacTynuBwen B Poccunm nocne cmeptun
Hukonasn |. CaBpacoB 6bii1 0gHUM U3 aes-
Te/IbHbIX Y4aCTHUKOB OBHOBNEHNA CUCTe-
Mbl npenogaBaHua B MYXKB, patys 3a Boc-
nuTaHWe NOAJIMHHO KyNbTYPHBbIX, LUMPOKO
MbICAALMX XYAOKHUKOB.

B HekoTopbix paboTtax CaBpacoBa
KoHua 1850-x - Havyana 1860-x rogos
(K coxaneHunto, 4acTb M3 HUX W3BeCTHa
HaM JIMLWb NO OMNMCaHUAM) OXuMBana po-

Buo Kuesa c JHenpa
Ha [Teyepckyro
naspy. 1852

Xoncrt, Macno

91,5 x 129

YacTHoe coGpanue,
Cankr-letepbypr

View of Kiev

(to the Kiev Pechersk
Lavra) from the
Dnieper. 1852

Oil on canvas

91.5 by 129 cm

Private collection,
St. Petersburg

KameHs 8 necy

y «Paznusa». 1850
Xoncrt, Macno

44,5 x 60

rr

Rock in a Forest
by ‘Razliv. 1850
Oil on canvas

44.5 by 60 cm
Tretyakov Gallery

MaHTMYecKas nos3TMyeckas 0Opa3HOCTb,
NoCpesCcTBOM KOTOPOW XYLOXHWUK, BUAMW-
MO, JaBan BbIXOA 3MOLUAM OXUAAHWA
OYNCTUTENbHBIX MEpPeMEH, XapaKTepHbIX
Toraa AnA pycckoro obuiectsa. B apyrux
paboTax JOMMHMPOBANO YTBEPXKAEHUE
cornacus 4enoBeka u npupoasl. TakoBbl
HamnoJsIHeHHble HEXHOM 3ayMUYMBON TULIN-
Hom «[en3ax ¢ menbHUUamn» (1859, I'TT)
n «Mensax c aybamMy U nacTywKom»
(1860, I'TT), B KOTOPOM 0COGEHHO OLLYTU-
Ma u3HayanbHas cBs3b )usonucy Caspa-
COBa C TPaAWLMUAMM BbICOKOW MANNIMKM
B M033UKN W XKMBOMUCK, Npexae BCEro -
BeHeuuaHoBa 1 ero WKoNbI.

CaBpacoB urpan BUAHYIO ponb B
neATenbHOCTM ocHoBaHHoro B 1860 T
MockoBcKoro obuiectsa nobutenein xy-

poxects (MOJIX), B KoTopoe BXxoaunu
XYLOXHUKW, y4eHble, nucaTeny n MeLeHa-
Tbl, CTPEMMBLUNECA YTBEPXAATb B UCKYC-
CTBe Te Xe «Hayana, n3 KOTopbIX Claraer-
cA HoBas obuiecTBeHHaA *u3Hb B Poc-
CUW», TO eCTb, KaK BepUJI0Ch 3HTy3MacTam
«6n1aroaTHOro0 PycCKOro MeHbLMHCTBaY,
Hayana «gobpoxenaTenbHON CBETNOW
MbICAIN M MOTPeBHOCTM MOMOYb ApPYrUMD.
O6LiecTBO MOAAEpPKMBANO TaNaHTIMBbIX
XYLOXHWKOB, yCTpauBano BbICTABKMU,
KOHKYpCbl U uTeHUA. VIHTepecHo, 4To B
1862 r., Korga Bo MHorom cunamm MOJIX
co3paBanca PymanueBckuii n [y6numy-
Hbln My3en, CaBpacoBy 6bl0 OBEPEHO
3aHMMaTbCA nepeBo3Koi u3 lNetepbypra
KapTuHbl A./lBaHoBa «flBneHue Xpucta
Hapoay».
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Duchess. Perhaps their modest, “demo-
cratic” nature was not to the liking of the
grand art lovers who originally saw
Savrasov as a second Aivazovsky, a mas-
ter of impressive views and brilliant sun-
sets. Four years later, the “View in the
Neighbourhood of Oranienbaum” was
bought by Pavel Tretyakov and became
one of the first landscapes in his collec-
fion.

Returning to Moscow, Savrasov
went back to working in his favourite
countfry locations around the city. One
spot much loved by the artist was Kuntse-
vo. Very quickly, a series of views
appeared which served in many ways fo
shape the future of Russian landscape
painting.

In the late 1850s, Savrasov worked
with papier pele, a special type of gyp-
sum-covered paper. An excellent
draughtsman, he strove to make these
fascinating drawings as full and complete

| P S ="

as his paintings, rendering with love and
precision the richness of nature, the
beauty of the slender trees and the still
waters that he observed. They recall the
later paintings of another outstanding
landscape artist, lvan Shishkin.

After the death of Karl Rabus in
1857, Savrasov took his place as land-
scape tutor at the Moscow School. That
year, he married Sofia Herz, the sister of
his friend and fellow pupil Konstantin.
Sofia’s second brother, the art critic Karl
Herz, was considered one of the most
educated and enlightened Muscovites,
the founder of the History of Art depart-
ment at Moscow University.

This new stage in Savrasov's life
coincided with the period of reform which
took place in Russia following the death
of Tsar Nicholas I. At the School of Paint-
ing and Sculpture, Savrasov was an active
advocate of new teaching methods, main-
taining that artists should be truly edu-
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8 OKPECMHOCMAX
OpaHuenbayma. 1854
XoncT, Macno

4h x 71

YactHoe cobpaHue,
Cankr-Terepbypr

Sea Shore near
Oranienbaum. 1854
0Oil on canvas
44by71cm

Private collection,

St. Petersburg

Meiizax ¢ usbywkod.
1866

Xonct, Macno

43,5 x625
Bawkupckuin
roCyAapCTBeHHbIN
XYZIOXEeCTBEHHbIN My3eit
nm. M.B. Hecteposa, Ya

Landscape with a
Wooden Hut. 1866
Oil on canvas

43.5 by 62.5 cm
Nesterov Art Museum of
Bashkiria, Ufa

cated, open minded and creative individ-
uals. Some of his landscapes from the
late 1850s and early 1860s are full of
romantic, poetic imagery which shows
Savrasov's mood of expectation. Like
most Russians, the artist was living in the
hope of beneficial change. Other works
focused on harmony between man and
nafure, among them “Landscape with
Windmills” (1859, Tretyakov Gallery) and
“Landscape with Oak Trees and Shep-
herd” (1860, Tretyakov Gallery). Filled
with tender, pensive calm, these canvases
show Savrasov's connection with Venet-
sianov and his school and with the ele-
vated, idyllic tradition in art and poetry.

1860 saw the foundation of the
Moscow Society of Art Lovers, in which
Savrasov played an important role. The
society brought together artists, academ-
ics, writers and patrons who sought fo
promote in the arts the “values underpin-
ning the new public life of Russia™ values
which, in the opinion of the enthusiastic
“benevolent Russian minority”, stemmed
from “enlightened, kind thoughts and a
desire to help others”. The society sup-
ported talented artists, organised exhibi-
tions, competitions and public readings.
At the time of the Rumiantsev and Public
Museum’s establishment, in 1862,
Savrasov was responsible for fransport-
ing Ivanov's “Appearance of Christ to the
People” to Moscow from St. Petersburg.
The Moscow Society of Art Lovers,
indeed, played an instrumental role in the
creation of this museum.

In 1862, Savrasov visited the World
Fair in London before travelling fo Den-
mark, France, Switzerland and Germany.
Bringing outf the range and variety of
Savrasov's artistic fastes, this trip had an
enormous impact on his art. The work of
old and new Western European painters,
among them Alexandre Calame, had
always held an important place in
Savrasov's approach. In his travels, the
artist was particularly impressed by the
work of the English landscape painters
and the scenery of Switzerland. He con-
finued to paint Swiss mountain views for
several years affer his trip to the Alps,
although, sadly, few are known fo Russ-
ian specialists. The few works that are
known allow us to share the delight of the
Society of Art Lovers, which felt that
Savrasov's Swiss views were “among the
most gratifying fruits” of its activity.
Equally far from dull imitation and exag-
gerated cliché, these views breathe life,
showing truthfully the variety, rich
colours and textures of the mountain
landscapes.

For some years, only Western works
by Savrasov could be seen at exhibitions.
The artist's decision was perhaps linked
to an inner need to revise his approach,
to rethink the objectives that Russian art
should follow in new historical circum-

B 1862r. CaBpacoB nocetun
oTKpbIBlWYtocA B JloHaoHe BcemupHyio
BbICTaBKy, a Takxe nobbiBan B [aHuu,
®paxunn, Wseinapun n fepmanun. 3Ta
noesjKa BblfiBMIA LUMPOTY 3CTETUYECKUX
BKycoB CaBpacoBa v OKa3sana 6onbluoe
B/IMAHWE Ha ero TBOPYECTBO, B KOTOPOM 1
npexzae BaXHbIM AnA Hero 6bl10 OCMbI-
C/leHVe U YCBOEHWe JOCTVIKEHUI CTapbliX
N COBpPEMEHHbIX 3anajHoeBpOnencKnx
macTepoB, B yacTHocTu A.Kanama. Ocoboe
BneyatieHne Ha CaBpacoBa npoussenu
paboTbl aHIIMNCKMX Ner3a)KUCTOB W Npu-
posa LlBeiuapuun, KoTOpyl XyAOXHUWK
nsobpaxan B Te4eHue psAa et U No BO3-
BpalleHnn Ha poaunHy. K coxanenuio, 13
wBenuapckux nensaxeit CaBpacoBa HaMm
n3BecTHbl HeMHorne. Ho u oHu
Mo3BONAIOT MOHATb BOCTOPr YJeHOB
MOJIX, cumTaBLIMX, 4TO 3TW paboTbl «nNpu-
Haanexar K caMblM OTpajHbIM U3 pesynb-
TaToB AeATenbHocTw» O6uwecTBa. B HMx
HeT npuBKyca 6e3ayMHOV nojpaxatenb-
HOCTM M LWABNOHHON NaTeTUKU, XUBO U
npaBAMBO MepejaHa MaTepuanbHOCTb
FOpPHbIX NaHAwadToB, MHOroobpasue Mx
¢opM U LBeToBOE BOraTcTBO.

SkcnoHupoBaHve CaBpacoBbiM Ha
BbICTABKax Ha MpPOTAXEHUM HECKONbKUX
NeT NWb 3anagHbiX nensaxemn, BUAUMO,
6b1710 CBA3aHO C NOTPEBHOCTBLIO XYAOKHN-
Ka KOppeKTMpoBaTb MPWUHLMMNbI TBOpYe-
CTBA, OCMbICNATb 3aa4M PYCCKOMN KMNBO-
MUCU B HOBbIX WCTOPUYECKMX YCIIOBUAX.
M korpaa ¢ 1866 r. Ha BbicTaBKax BHOBb
CTann NOABNATLCA «PYyCCKMe» nen3axu
CaBpacoBa, B HUX Oblna npeanoxeHa
HOBaA Mepa BHYTpPeHHei npuyacTHoOC-
TV XYAOXKHUKA (1 3puTens) K nsobpaxeH-
HOMY MpOCTPaHCTBY, HOBaA «(HOKycH-
pOBKa» BHMMaHUA K YelOBEYECKOW, Ha-
pOAHOI XW13HU cpeaun npupoapbl. IMeHHo
Torga B «[lensaxe c un3bywkon» (1866,
Bawknpckunii xyaoxecTBeHHbIN My3el
uM. M.B.Hecteposa, Y¢a) n apyrux neisa-
Kax (MecToHaxoxaeHWe paja W3 HUX
ONMATb-TaKW, yBbl, HEM3BECTHO) CTasa 0Co-
6eHHO BbIpa3nTeNbHO NPOABAATLCA YHU-
KanbHasA cnocobHocTb CaBpacoBa He npo-
CTO 3aneyatneBaTb pyccKue cena, noisa un
neca, HO W, no cnosam JleBuTaHa, Bblpa-
KaTb «B CaMOM MNpOCTOM U 0ObIKHOBEH-
HOM... UIHTUMHbIe, rMyBOKo TporaTesbHble
yepTbl, KOTOpPble TaK CUJIbHO YYyBCTBYIOTCA
B HalleM pOAHOM Meli3axe 1 TaK HeoTpa-
3UMO JeNcTBylOT Ha aywy». [pu 3ToM
nMpuyecKoe BHMMaHWe K NoApoBHOCTAM
XM3HW opraHnyHo coeauHanock y Caspa-
COBa C WHTEHCMBHbIM YyBCTBOM 3EMHOM
wupn n HebecHoW BbICKU, 3MOLMOHANb-
HbIM 60raTcTBOM LBETOBbIX peLIEHUA.
BaxHoln Bexoin ero TBopyecTBa cTana
kaptuHa «Cenbckun sug» (1867, I'TI).
MN306paxkeHune LBETYLWNX ABNOHb, BETXOMO
wanawa, naceyHvKa, CKIOHUBLUErocs Haj,
KOCTPOM y MYeNMHbIX yNbeB, coyeTaeTcA
B HEN C 3axBaTblBalOWWM OLLyLEeHNEM
HeoOBATHOCTM Aaneil U oAylLeBeHHOW
CBA3W BeCeHHel MPUPOAbI C ACHbIM He-

Medzax ¢ dybamu
u nacmywkom. 1860
Xoncrt, Macno

775 x 66,5

rr

Landscape with
Oak Trees and
Shepherd. 1860
Qil on canvas

77.5 by 66.5 cm
Tretyakov Gallery

60M, K KOTOpPOMY MpOTArMBalT CBOW BET-
BM fAepeBbA. JIOFMKY XyAOXKeCTBEHHbIX
novickoB CaBpacoBa 0COBGEHHO HarnAzHo
No3BO/IAET MOHATb CPaBHEHWE HATypHOro
3Tofa U KaptuHbl 1869 r. «JlocuHbIn
octpoB B CokonbHuKax» (0be paboTtbl -
[Tr), coeauHuBwen cypoBoe Benuuue
BO3HOCALLerocs K Heby cocHoBoro 6opa u
MUpHYIO, HENpUTA3aTeNbHYl0 KpacoTy
NYrOBUHbI C MacyWMMCs CTaoM KOpOB.
OueHb yacTo M pa3Hoobpa3Ho BOMIOLLA-
erca B pabotax CaBpacoBa M Bblpasu-
TeNbHENLWWIA, HO peAKO O0CO3HaBaeMbIil
HaMW B ero No3TMYeCcKON 3HaYNTENIbHOCTM
o6pa3: yncToe OTpaxeHue, NOBTOPEHME
Heba B Boze («JlyHHas Houb. Bonoto»,
1870, CepnyxoBCKMIA MCTOPUKO-XYAOXKe-
CTBEHHbI My3eii, 1 MHOTUe Apyrue).

C Havana 1870-x rogoB o6pasHbliii
mup TBopyecTBa CaBpacoBa craHoBWUTCA
ocobeHHO MacwTabHbIM. 3ToMy cnocob-
CTBOBa/M 4acTble MOE3AKU XYAOXKHUKA B
NpoBUHLMIO, Npexae Bcero - Ha Bonry,
raoe oH pabotan B HwukHem Hosropoge,
lOpbeBue, fApocnasne, nog KasaHbio u

okono uryneit. B kapTuHax, HanMcaHHbIX
Ha OCHOBE MHOMOYMC/IEHHbIX BOIKCKUX
3TIO0B, BeNWKaa peKa AeNncTBUTENbHO
npepcTaeT Kak BonsolieHne Pycu, «yboroin
n obunbHon, 3abuToN U BCECUIBHOWY.
lMepBasa KapTWHa BOMMKCKOro LMKNa -
«lMeyepckunit MoHacTbipb noj HwkHUM
Hosropogom» - Gbina 3aBeplueHa 1 jaxe
npuobpeteHa [.M.TpeTbAKOBLIM 0OCEHbIO
1870 r, Ho 3aTeM AopabaTbiBanach aBTO-
poM, MoCTaBMBLIMM Ha Hen aaty «1871»
(HwkeropoacKuin XyA0XeCTBEHHbIN My3eil).
Camas xe 6onbluan kapTnHa CaBpacoBsa -
«Bonra nog OpbeBuem» (187 1) - HblHe, K
COXasIeHWI0, HAXOAUTCA B YAaCTHOMN KOJEK-
umn Bo DpaHuUMM W MPaKTUYECKU Hepo-
ctynHa. OauH M3 KPUTUKOB TaK onucbiBan
ee: «KapTHa 3Ta A0OBONbHO OBWMPHbBIX
pa3mepoB (6onee caxeHu B LINPUHY).
Konopwut, ecnvm Tak MOXHO BblpasuTbes,
AOXKANMBbIN. beckoHeyHas 3bl6b MaTyw-
Kn-KopMuauubl Bonru; obnayHoe Hebo;
lOpbeBel, Ha B3ropbe; Kyya Oypnakos,
TAHYLWMX Ha BeyeBe BGapxy; HeBecenas, HO
XapaKTepHas KapTuHa».
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stances. In 1866, Russian landscapes by
Savrasov again began fo appear at exhi-
bitions, yet now the measure of the
artist's and, hence, the viewer's, involve-
ment in the subject was different.
Savrasov's attention became even more
focused on nature and simple, country
living. His “Landscape with a Wooden
Hut” (1866, in the Nesterov Art Museum
of Bashkiria, Ufa) and other views of that
period, the location of which, sadly, are
not known, bear testimony to his unique
ability not merely to depict Russian vil-
lages, forests and fields, but, as Levitan
put it, to portray the “intimate and deeply
poignant features” of the simplest Russ-
ian landscapes which “touch our soul so
powerfully”. Savrasov's lyrical attention
to detail was coupled with an intense
feeling for space and rich use of colour.
An important milestone in his develop-
ment was the “Village View” painted in
1867, currently in the Tretyakov Gallery.
The modest flowering apple trees, lowly
hut and figure of a beekeeper by a bon-
fire are offset by the rolling expanse in
the background. The trees reach up as if
to touch the clear skies above, with the
viewer receiving a sense of intense
springtime activity in nature.

In comparing the study made from
nature and the final version of the 1869
painting “Losiny Island in Sokolniki”, both
now in the Tretyakov Gallery, the viewer
can understand befter the nature of
Savrasov's artistic quest. The painting
skilfully combines majestic pines soaring
gracefully with the peaceful, unassuming
beauty of a field with grazing cows.
Savrasov's landscapes often feature the
sky reflected in water: a powerful and
expressive image, the poetic force of
which we seldom consciously appreciate.

LlIseliyapckuli nelizax
¢ lowadbmu.

He no3xe 1867

Xoncrt, Macno

69,5 x 106,5

YacTHoe coGpaHue, Mocksa

Swiss Landscape with
Horses. Before 1868
Oil on canvas

69.5 by 106.5 cm

Private collection, Moscow

Bonaa
noo tOpbesyem. 1871

YacTHoe cobpaHue, OpaHuus

The Volga near
Yurievets. 1871

Pivate collection, France
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This motif is treated by the artist in a
number of ways: one outstanding exam-
ple is, however, “Moonlight on the Marsh-
es” (1870, now in the Serpukhov Museum
of History and Art).

Savrasov's range of imagery contin-
ued to grow, particularly in the early
1870s. The artist made frequent trips fo
the provinces, particularly to the Volga.
Of the cities on the river, Savrasov paint-
ed in Nizhny Novgorod, Yurievets and
Yaroslavl, and around Kazan and Zhiguli.
Making dozens of sketches, he produced
some exceptionally powerful paintfings,
portraying the great river as an image of
Russia itself - “humble yet generous,
lowly yet powerful”. The first painting of
the Volga series, “The Pechera Monastery
near Nizhny Novgorod”, was completed in
1870 and purchased by Tretyakov in the
autumn of that year. Savrasov, however,
went on to make some alterations, finally
dating the canvas 1871. Today, the work
is in the Nizhny Novgorod Art Museum.
“The Volga near Yurievets” (1871), the
artist’s largest painting, is currently part
of a private collection in France and virtu-
ally inaccessible. One critic described it
thus: “A fairly large painting, this meas-
ures over a ‘sazhen’ [2.13 m] in width. The

L et

colouring, so to speak, is that of a rainy
day. The endless rippling of the mother
Volga, overcast skies, Yurievets up on the
hillside and a group of barge haulers tow-
ing their barge: a sober, yet typical land-
scape.”

Savrasov's legendary painting “The
Rooks Have Arrived” was also painted on
the Volga. The artist began work on his
masterpiece in the Spring of 1871, in
Yaroslavl, continuing the task in Molvitino
village, homeland of Ivan Susanin, where
the season arrives late. At the end of that
year, the painting was shown at the first
Wanderers' exhibition, Savrasov being
one of the founders and a member of the
board of the “Peredvizhniki” group.

The charming painting itself is
known to every Russian schoolchild. As
Andrei Platonov wrote of Pushkin, it is a
part of Russian culture “along with the
forests and the fields”. Yet what is it that
gives this work its poetic depth, or, as
Kramskoy put it, its “soul”? Savrasov's
pupil Lev Kamenev called the “Rooks” “a
sacred prayer”, whilst the “Westerner”
Benois claimed it showed “a mighty tem-
perament”, “a sacred gift: the ability to
heed the mysterious voices in nature ... as
yet unheard by any of the Russian
painters”. Konstantin Korovin reminds us
that Savrasov liked to tell his pupils that:
“Nature is always breathing, always
singing, and the song it sings is full of
majesty. Contemplating nature is the
highest pleasure. The world is heaven,
and life is a mystery - a beautiful mystery.”

His awareness of life’s beautiful
mystery and intense feeling for nature’s
perfect harmony are what gives
Savrasov's art its remarkable charm,
likening it to the work of the best Russian
poets. The artist's reverence for nature
could undoubtedly be seen as religious,
yet it would be incorrect to link his work
with the beliefs of any one faith or reli-
gious tradition. Savrasov's paintings fea-
ture not only Russian churches - recall,
for instance, the Muslim mosques in his
Volga landscapes, or the snow-white
obelisk on Pushkin’s grave.

The artist’s worldview and philoso-
phy find perhaps their most direct and
poetic expression in the small painting
“Spring” (from the 1870s, in the
Tretyakov Gallery). The high water of the
thaw is tfurquoise and gold with the light
of the Spring morning. Slender birches
reach their graceful boughs up towards
the gleaming sun, and are reflected in
the clear, bright water. This “indescrib-
ably tender blue” speaks of the mysteri-
ous union of heaven and earth in the
human soul and in nature. “Country
Road” (1873) is another remarkably
poignant landscape, which recalls the
words of Tretyakov: “Give me a puddle in
the mire, and it will have poetry and
truth, because there is truth and poetry

C TlNoBomkbeM cBA3aHa U Uctopun
KapTuHbl «[payn npunetenn», paboTty Haj
kotopoi CaBpacoB Hayan BecHoln 1871 .
B flpocnaBne, a npojomkun B cene
MonsutuHo (poamHa W.CycaHuHa), rae
MOXHO Obino HabntogaTb 6onee No3aHMIA
npuxo4 BecHbl. B KoHue roga KapTuHa
npeactana nepej nocetUTensiMuM nepsoit
BbICTaBKM ToBapuiuecTBa nepesBMKHbIX
XYLOXECTBEHHbIX BbICTABOK, OAHWUM W”3
yypeauTenei v YneHOM NpaBieHUs KoTo-
poro ctan CaBpacos.

Bcskuit B Poccun 3Haer 3ty obas-
Te/bHYl0, CNOBHO Obl U HEPYKOTBOPHYIO
KapTuMHY, KoTopas, roBopA CloBaMu
A.lMnatoHoBa o [ywkKuHe, Bowna B pyc-
CKYI0 KyNnbTypy «HapaBHe C noieM u
necom». Ho Mbl laneKko He Bcerga 3agyMmbl-
BaeMmcs, B 4eM, cobCTBEHHO, 3aK/touaeTca
noaTnyeckaa WCTUHA, «aywa» (no BbIpa-
*eHuto WN.Kpamckoro) 3Toi KapTuHbI.
Yyennk CaBpacosa Jl.KameHeB roBopun o
«lpayax», 4yTo0 «3T0 MONWUTBA CBATAAY», a
A.benya, npu BceM ero «3anagHuyecrtsey,
npusHaBan, 4YTo B KapTUHe NpoABuMACA
«MOTYYWIA TemMnepaMeHT», «CBALLEHHbIN
Jap BHMMaTb TaMHCTBEHHbIM rojocam B
MpVpOZe... eLie HUKEM U3 PYCCKUX XKMBO-
nicueB He pacchbiwaHHbiM». N cam
CaBpacoB, Mo BOCMNOMWHAHWAM OfHOTO 13
ero BocnutaHHukoB K.KopoBuHa, roeo-
pun cBouMM y4yeHukam: «[lpupopa BeyHO
AbIWNT, BCeraa Noet, U NMecHb ee Topxe-
cTBeHHa. HeT Bblle HacnaxaeHna cosep-
uaHus npupogbl. 3emnA BeAb pait - u
XW3Hb TallHa, NpeKpacHas TaHay.

Co3HaHMe 3To NpeKpacHoOW TalHbl,
WHTEHCMBHOE MepexuBaHne «Co3By4bA
MOSHOTrO B MPWPOAE», POAHALLee caBpa-
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Mozuna Ha Bonee.
OkpecmHocmu
Apocnasns. 1874
Xoncrt, macno. 81,3 x 65
locypapcTBeHHbIi
XYAOXEeCTBEHHbIV My3eit
Anraiickoro Kpas, baprayn

The Grave by the Volga.
Yaroslavl Region. 1874
Oil on canvas

81.3 by 65 cm

Altai Regional Museum
of Art, Barnaul

BecHa. 1870-e
XoncT Ha KapToHe,

macno. 18 x 26,5
rr

Spring. 1870s
Oil on canvas mounted
on cardboard

18 by 26.5 cm
Tretyakov Gallery

Medizax ¢ yepKosbio Landscape with
U KosloKonbHed. Church
Hauano 1870-x and Bell-Tower.

cKus-BapuaHT Early 1870s

KapTuHbl «[paumn A sketch for ‘Rooks
npunetenm» Arrived’ (1871)

(1871, TTr) Pencil and black chalk,
Bymara ToHupoBaHHas flat-washed paint,

Ha KapToHe, white, wet brush on

NTanbAHCKNUIA

1 rpaUTHbIN
KapaHnaalm, coyc,
6enuna, MOKpas KucTb
49,8 x 33,4

rr

tinted paper mounted
on cardboard

49.8 by 33.4 cm
Tretyakov Gallery

COBCKOE@ MCKYCCTBO C TBOPYECTBOM Jyy-
WNX PYCCKMUX MO3TOB, ¥ COCTaBASAET 0CO-
6oe obGasAHune Hacnegma CapacoBa
nepuoaa pacupeta. Ero oTHoweHuo K
NpUpoAe, HECOMHEHHO, MPUCYLWM Kaye-
CTBa, KOTOpble MOXHO OMpeAenvTb Kak
penurnosHoctb. Ho 6bi10 Gbl HeBepHbIM
NOAYNHEHHO CBA3bIBATb €r0 TBOPYECTBO C
KaKon-n1bo KoHdeccuen n 6orocnoBcKom
Tpaaunumen. He cnyyaHo Hapagy c pyc-
CKMMW XpamaMu Ha ero paboTtax 3ane-
yaTieHbl U obpaLlleHHble K Heby Mycynb-
MaHCKMe MUHapeTbl (BOMKCKME mnei3a-
*U) N BenocHeXHbIN obenvck Ha Morune
A.C.MywkuHa. BbITb MoxeT, ocobeHHO
HernocpeACTBEHHO M MO3TUYHO COKPOBEH-
HaA 0CHOBa MMpooLUyLieHns, dpunocodun
M MO3TUKN XYAOXKHUKa NepeAaHa B COB-
ceM Hebonbluoi pabote «BecHa» (1870-e,
['TT), rae WMpOKNI OKOEM MON0BOALA NpU-
HUMaeT B cebA 30710TO 1 Nasypb BeCeHHe-
ro yTpa, TAHYLIMECA K COMHLY BeTBU Bepes
YMCTO M CBETNIO OTpaxatoTca B ronyboi
BOAE, W 3TO «HECKAa3aHHOE, CHHee, Hex-
HOe» ABNAET TallHy eANHCTBA 3€MHOMo U
HeGecHOro B YenOBEYeCKON Aylle U Npu-
poae. YpesBblyaliHO BbipasuTenbHa B
3TOM nnaHe u KapTuHa «[lpocenok»
(1873), npu B3rnAge Ha KOTOpYO HEBOJb-
HO Ha naMATb NPUXOAWUT MoOXenaHue
M.M.TpeTbsAKoBa (nto6UBLIEr0 TBOPYECTBO
CaBpacoBa v nprobpeTLiero MHorue ero
paboTbl) pyccKuM xuBonwucuam: «[aiite
MHe XOTA JIy)y rpA3Hyto, Aa YToObl B He

[ |

npaBaa 6bina, N033us; a N033KA BO BCEM
MOXeT ObITb, 3TO feNno xyaoxHukar. Mpo-
HWKHOBEHHbIN IMPU3M MUPOBOCMPUATUA
CaBpacoBa, ocobas Y4yTKOCTb K «HepBHOM
cuctemMe» NpUPOAbl APKO CKasblBaluChb
yKe B MOTVBAx ero npov3BefeHuit: oMbl-
Thble JOXAEM, CUAIOLLME Ha COMHLE NONA U
Nyra; yTpeHHVe 1 BeYepHue 30pu; 04apo-
BaHHble 3IMHUe fleca; AepPeBEHCKNe OKO-
ANLBL; CTau nepeneTHbIX NTWL. Ype3Bbl-
yallHO BbIpasuTenbHbl  KU306paxeHua
pacTeHWid, TO YCTPEMJIEHHbIX BBbICb, TO
NPUTUXILNX B OXUAAHUW JOJTOTO 3UMHErO
CHa, TO C/IOMaHHbIX MM 33COXWMUX Ha
KOPHIO 1 HeCyLLMX YyBCTBO TPEBOIM, CMep-
™1 («OceHHuin nec. [Mpoknatoe MecTo»,
1872, My3sen-3anoBefHUK «PocTOBCKMWI
Kpemnb»). He pa3 Bo3HUKaeT Ha paboTax
XyAOXHMKa pagyra - npekpacHoe
ABNEHVE MpUPOAbl, C APEBHWUX BpeMeH
HajensBLIeeCs CUMBOIMYECKNUM CMbIC/IOM
(«Pagyra», «Y BopoT MoHacTblps», obe -
1875, TPM).

3ameyatenbHo npossunacb B 1870-e
roAbl AUINNYeCKan cocTaBnAoLWas TBOp-
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in everything, if the artist can but reveal
them.” The collector was a great admirer
of Savrasov’s art and bought many of his
paintings.

Savrasov's lyrical worldview and his
remarkable sensitivity towards the “nerv-
ous system” of nature emerge in the very
subjects of his paintings. Rain-bathed
fields gleaming in the sun, the country-
side at dawn and dusk, fairytale Winter
forests, the outskirts of sleepy villages,
birds flying south. The plants in
Savrasov's paintings are also expressive
and full of life. Some reach jubilantly for
the skies whilst others dreamily await the
long Winter slumber. Some are broken,
felled or dry, conveying a sense of anxiety
or even impending death (“Autumn For-
est. The Damned Spot” from 1872, in the
Rostov the Great Kremlin Museum). Many
of Savrasov's works are lit by a rainbow -
that beautiful natural phenomenon to
which people have always ascribed sym-
bolic meaning (“Rainbow” and "By the
Monastery Gates”, both from 1875 and
now in the Russian Museum).

In the 1870s, Savrasov produced a
number of idyllic scenes, showing small
islands of simple, natural life in the urban
hubbub. With tender affection he painted
cosy courtyards and picturesque houses
like “House in the Provinces” (1878, in
the Tretyakov Gallery). Other works of
this period are more dramatic: in “The
Grave by the Volga” (1874, in the Altai
Regional Museum of Art, Barnaul), the

Jledoxoo.

Medizax ¢ ¢abpukodl.
1880-1890-e

Xoncr, macno. 40 x 25
YacTHoe cobpaHue, Mocksa

The Ice Breaks: View
with Factory.
1880s-1890s

Qil on canvas

40 by 25 cm

Private collection, Moscow

CobopHas nnowads

8 Mockosckom Kpemne
Houyblo. 1878

Xonct, macno. 53,5x76
YacTHoe coGpaHue, Mocksa

Sobornaya square in
the Moscow Kremlin at
night. 1878

Qil on canvas

53.5 by 76 cm

Private collection, Moscow
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artist ponders the brevity and fragility of
human existence.

The 1880s saw the abrupt end of
the rise of Savrasov's career. The artist
was plunged into crisis as his marriage
fell apart, and he turned to drink, losing
his position at the School of Painting and
Sculpture where he had taught for 25
years. His decline and withdrawal from
society bear all the marks of an existen-
tial crisis, deepened, it seems, by insuffi-
cient recognition. His growing anxiety is
clearly visible in the portrait of the artist
painted in 1878 by his friend Vasily Perov,
in the Tretyakov Gallery. Savrasov, it
seems, found it difficult to accept the
departure from earlier ideals which was
becoming evident in both art and society.
The widening gap between machine-driv-
en urban civilisation and his beloved
nature caused Savrasov great pain. All
this contributing to his decline, and
before long his name was but a fading
memory in the official art world. Seven
years before Savrasov's death in 1890,
the following information was published
in Bulgakov's reference book “Nashi Khu-
dozhniki” (‘Our Artists’): “Savrasov Kon-
stantin Alexeyevich (1830-1876). Land-
scape painter and academician.” This
inaccurate beginning was followed by
several lines on Savrasov's studies and
exhibitions, containing further mistakes.

Excluded from contemporary artis-
tic life, Savrasov, Korovin noted, began to
perceive the world as a grotesque “fair” -
“a terrible, dark cellar”. Nevertheless, the
artist’s spirit was not completely broken.
The early 1890s saw some normality
return to his life with the appearance of a
new partner and children, one of whom,
Alexei Morgunov, would go on to become
a well-known avant-garde artist. Several
wonderful landscapes were created by
Savrasov during this late period, which
bear testimony to the fact that the artist

was sfill able to rejoice and wonder at
nature’s beauty. 1893-1894 were, per-
haps, the most productive years, resulting
in delights such as “Spring. The Vegetable
Gardens”, now in the Perm Art Gallery,
and the drawing “View of the Village of
Pokrovskoye-Fili", in the Tretyakov
Gallery. Showing exceptional mastery in
his use of plain white paper, Savrasov
depicts a winter's day, when all nature
awaits the coming of Spring.

These later years resulted in many
fine drawings: in 1894, an album of
Savrasov's latest drawings was published
in Kiev to mark the 50th anniversary of
his debut. The later paintings and draw-
ings expressing the artist's sadness and
angst leave a powerful impression. They
show the tender landscapes of Spring vio-
lated by ugly, sprawling factories, whose
thick black smoke appears to cut the
earth off from the skies. Such are “The Ice
Breaks: View with Factory” (from the
1890s, now in a private collection) and
“Landscape with Volynskoye Village”
(1887, in the Tretyakov Gallery).
Savrasov, it seems, heard the dull thud of
the axe in the “Cherry Orchard” far earli-
er than most of his contemporaries, fore-
seeing and deploring the ecological
catastrophe which the 20th century
would bring to Mother Earth.

Despite ~ Savrasov's  personal
tragedy, the final years of his life saw his
hopes and ideas shared by others. Many
of the best late 19th-century Russian
artists gave huge importance fo a sense
of “oneness” with nature and tfo peaceful
confemplation of their native country-
side. This was particularly frue of the
Moscow school of painfing. Thanks to
Savrasov's legacy, the artists of the
Moscow school produced works full of
spirit, emotion and life, which spoke of
their urge to embrace the very rootfs of
Russian culture.

yectBa CaBpacoBa: XyAOXHUK He pa3 C
No6OBHLIM  BHUMaHWeM u3o6paxan
OCTPOBKMW COXPaHMBLLEro CBA3b C NPUpPO-
[0 ropoAcKoro GbiTa - yIOTHbIE ABOPUKU
1 joMukn («JJoMuK B npoBuHUMMK», 1878,
'TT). OgHako B ero paboTtax 3By4art v ry-
60OKO ApaMaTuyecKue MHToHauuu. Tak, B
KapTuHe «Moruna Ha Bonre» (1874, Xyno-
KecTBeHHbIi My3ell AnTanckoro Kpas,
BapHayn) Bonnotunvch pasaymba Xynox-
HVKa 0 KpaTKOCTW 1 XPYNKOCTM YenoBeye-
CKOM XN3HW.

B Hauane 1880-x rogoB pacuset
TBopyectBa CaBpacoBa CcMeHsAeTcA
ocTpbiM KpusucoM. Paspywaercsa ero
ceMbs, OH HauyMHaeT UcKaTb 3abBeHus B
ankorone. XyAoXHWUKa YBONbHAIT CO
cnyx6bl B yuunuile, rae oH npenogasan
25 net. lpama CaBpacoBa 1 ero «BbIX0OA,
N3 Kpyra» Hocunu rnyBuHHbIR, 3K3U-
CTeHUManbHbIN xapaKktep. HecoMHeHHoO,
4TO HapacTaBLUMI ApaMaTU3M MUPOOLLY-
WeHUA XyA0XHUKa (CTONb OLWYTUMBbIN B
noprperte, ucnonHeHHom B 1878 r. ero
apyrom B.MepoBbiM, ['TI) 6bin cBsA3aH U
C HEeJJOOLEHKOI ero TBOpYecTBa KpUTU-
Ko 1 ny6aukoi. HakoHel, MHOroe roBo-
puT 0 ToM, yto CaBpacoB oCTpoO oLyLan
yMeHblUeHue «uaeanbHOCTU» B obuie-
CTBEe 1 MCKYCCTBE; HapacTaloLLyto TpeLym-
HYy Mexay ypb6aHucTMYecKoW, MawwuH-
HOM umBMAM3auuein n npupogoin. Bos-
MOXHO, BCe 3TO U MPUBENO K KpU3ucy.
Bckope nma CaBpacoBa oKka3anocb Kak
6bl BblYEpKHYTO M3 NamMATU odurumnanb-
HOW Xyfo0XecTBeHHoW xun3Hu. B 1890 r,
3aceMb NleT A0 CMepTU XMBOMUCLA,
UHpopMaLumA o HeM B dyHAaMeHTaNb-
HoM cnpaBoyHuke ®.bynrakosa «Hawn
XYAOXKHUKM» rnacuna: «CaBpacoB Kou-
ctaHTuH AnekceeBuy (1830-1876).
[Men3axuct, akageMuK XUBOMUCU..» U
Jlanee HECKONbKO CTPOK O ero yyebe u
yyacTum B BbICTaBKax, Npuyem Aathbl
661V NpUBefEeHbl HEBEPHO.

OKa3aBWKWCb BbIK/IOYEHHbIM 13
60MbWON  XYAOXKECTBEHHON  KW3HWU,
BOCMPUHUMAA [eACTBUTENbHOCTb, MO
BocnomMuHaHuAM KopoBuHa, Kak «Ap-
MapKy», «TeMHbI CTpalHbI/A NoABan»,
CaBpacoB He OblJl OKOHYaTeNbHO C/O-
mneH. B Hayane 1890-x ropoB HeCKONbKO
crabunusnposanca ero 6bIT, nosBMnach
HOBaA rpaxaaHcKan xeHa, et (0AuH 13
Hux, A.MopryHoB, cTan BrocneAcCTBUU
BUAHBbIM XY[LOXHWKOM-aBaHrapancTom).
B no3gHem TBOpuectBe CaBpacoBa ecTb
NMOUCTUHE 3aMeyaTeNibHble Ner3axu, CBU-
[EeTeNbCTBYIOLME O COXPAHEHHON XYLOXK-
HWKOM cnocoBHOCTM npejaBaTbcA pa-
joctn obwennsa ¢ npupogoi. Hanbonee
npoayktueHbl 1893-1894 rr, korga 6bian
co3jaHbl KapTuHa «BecHa. Oropoabi»
(MepMckasa xypoxecTBeHHas ranepes) u
YAVIBUTESNIbHBIN MO MacTepCTBY MUCMONb30-
BaHUA 6enn3Hbl OyMaxHOro nucra AnA
nepesfayy COCTOAHUA 3UMHel NpUpoabl B
nopy Hayana «BecHbl CBeTa» PUCYHOK
«Bug Ha ceno Mokposckoe-®uam» (ITT).

Padyea. 1875
XoncT, Mmacno
45 x 56,5
rPM

Rainbow. 1875
Qil on canvas
45 by 56.5 cm

State Russian Museum

Medizax. Ceno
BonbiHckoe. 1887
Papier-pellé,
VTanbAHCKUIA 1
rpaduTHbIN KapaHaaLun,
coyc, aKBapesb,
pacTyloBKa,
npockpebaHue

36 x 53,3

rr

Landscape with
Volynskoye Village.
1887

Pencil and black chalk,
flat-washed paint, water-
color, wash, scraping,

on papier-pelle.

36 by 53.3cm

Tretyakov Gallery
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OcobeHHo nnogoTBopHO pabotan Caspa-
coB B rpaduke: B 1894 r. B Kuese 6bin
Aaxe M3faH anbboM HOBbIX PUCYHKOB
XYAOXHWKa, NpuypoyeHHbIi K 50-netuio
ero TBOpyeckoi aeatenbHoct. CunbHoe
BreyaT/iieHne NpON3BOAAT XKMNBOMUCHbIE U
rpaduyeckne NpovsBefeHNs, B KOTOPbIX
Hallen Mo-CBOeMy BAOXHOBEHHOE Bblpa-
XeHMe TparmyecKuin acnekT MMpoBO33pe-
HUA XYAOXHUKA: HA HUX Cpeaun BeceHHeMn
NPVPOAbI 3/10BELLMM ANUCCOHAHCOM BO3HM-
KatloT pabpuKK, CNOBHO OTpe3atoLue yep-
HbIM CTENIOLMMCA [bIMOM 3eMJ0 OT He-
6a («Jlegoxoa. Mensax c dabpukoin»,
1880-1890-¢, yacT. cobp.; «[eiizax. Ceno
BonbiHckoe», 1887, I'TT). Buanmo, xyaox-
HVWK ropasfo paHblle, YeM MHOrMe ero
COBpPEMEHHUWKW, yChbllan TynKUA CTyK
TOMopoB no 6e33alMTHbIM CTBONAM «BULL-
HeBOro caja» W npeayyBCTBOBAN MpUHe-
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ceHHyo XX BEKOM «3KONIOMMYECKYH0 MyKy»
3emnn.

Mpwv Bcem Tparvmsme ANYHON cyabObI
CaBpacoBa, nociefHvie ToAbl ero XnsHu
CTanu B ONpeAeneHHOM CMbIC/ie U NOpPoi
TOpXKeCcTBa CTpeMJeHU MacTepa: B OCHO-
BE€ TBOPYECTBA MHOTUX JIyYLINX XYA0KHU-
kKoB Poccumn koHua XIX B. nexkano MMeHHO
yTBEPXKAEHME OTPAZHOrO «HACTPOEHUSY,
4yBCTBa €JUHCTBA C KpacoToW pojHOM
npupoabl. Mpexze Bcero 3To 0THOCUTCA K
MOCKOBCKOI LWIKOMe XuBonucu, obpert-
wei uMeHHo 6narogaps CaBpacoBy cBou
BaXKHelWue KayecTBa — ocobywo ogylie-
BJIEHHOCTb, 3MOLMOHANBHOCTb CBETO- U
LIBETOBOCMPUATUA, CTPEMIIEHUNE XYL O0X-
HUKOB AYXOBHO BOCCOEAMHUTLCA C Ty-
OMHHBIMW OCHOBaMW HaUWOHANbHOM
KyNbTYpbl.
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